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FOREWORD 


From Sixteenth century onwards a number of treatises on 
Indian Music and Dance have been written by Oriya 
authors in Sanskrit language. This testifies the culture of 
classical music and dance in ancient Orissa. Most of the 
treatises have bcen preserved in the Manuscript Library of 
the State Museum in form of palm-leaf manuscripts. Our of 
them, ‘Natya manorama’ and ‘Sangeet Narayan’ have 
already been edited and published by the Abademi. Efforts 
are being made to publish the rest. 


‘Geeta Prakash’ is said to be the earliest work of Orissa 
on Indian Music. Sri Krishna Das Badjena Mohapatra, an 
eminent musician of his times is the author of this treatise, 
who flourised in the court of Mukunda Deva Gajapati 
( 1559 - 68 ). Sri Nilamadhab Panigrahi, an eminent 
musicologist of the State has edited the text. The sincere 
efforts of Sri Panigrahi in throwing new lights on the text 


and the author is praise-worthy. 


I hope, the book will be a source of knowledge to 


musicians and musicologists of the country. 


Jugal Kishore Patnaik, 
President, 


Orissa Sangeet Natak Akademi. 
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and value of this MS. have been dealt with as and when felt necessary in our 
introduction to the Geetaprakash ( Vide P. P. 2, 3 and 4). It is perhaps 
necessary to mention here that in the ycar 1971-72 the present editor, then 
unconnected with the Orissa Sangeet Natsk Akademi in any sort of editing, 
had, for his own study, applied for and obtained from the authorities 
concerned, a copy of the said MS. Finding it to be full of errors he personally 
went to the Oriental Institute, Baroda and was kindly permitted by the 
authorities thereof to copy it out personally. In preparing this edition of the 
Orissa version of the Geetaprakash the editor has fruitfully utilised the said 
copy of the Baroda MS. for which he offers his thanks to the concerned 
authorities. 


The editor is also grateful to the Orissa Sangeet Natak Akademi for 
having kindly entrusted the editing of the Geetaprakash which is either the 
second earliest or the earliest of the Orissan music treatises discovered so far. 
The editor believes it to be the second earliest. But he has elsewhere discussed 
about the other possible Orissan music works and authorities of the period 
earlier than 15-16th centuries A. D. though they appear to have been forgotten 
and research on them neglected so far. 


The editor takes this opportunity of expressing his thanks to Sri DB. N, 
Patnaik, the Secretary of the Akademi for having shown keen interest in 
getting the work edited by the present, editor. He also thanks Sri Duksishyam 
Patnaik, Editor, Cultural Affairs Department, Government of Orissa for the 
latter’s help in determining the apt reading of the Sanskrit text at places as 
well as for other useful academic assistance. He also acknowledges the 
cooperatioon extended to him both by Dr. B. Panda, another Editor of the said 


Department and Pandit Sri Nilamani Misra, Curator, Manuscripts, Orissa State 
Museum. 


The warm-hearted sympathy and encouragement extended by our 
Scholar Chief Minister Sri Janakiballabh Pattnaik is very much gratifying 
for the editor. And remarkable indeed is the zeal and guardian-like eagerness 
of Sri Jugal Kishore Patnaik, our honourable President of the Orissa Sangeet 
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Natak Akademi and Minister, Cultural Affairs Tourism and Employment, to 
speed up the progress of Orissa’s music to the highest level of excellence so as 
to be recognised as a separate form of Classical Music for which the editing, 
publication, study and practical application of the Orissa music treatises is as 
essential as the practical musical pertormance. 


Lastly, the editor craves the indulgence of scholars for the errors and 
omissions which may be there owing to his ignorance and inexperience or 
other reasons. 


Nilamadhab Panigrohi, 
Editor, 
16. 4. 1983. 
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Natak Akademi and Minister, Cultural Affairs Tourism and Employment, to 
speed up the progress of Orissa’s music to the highest level of excellence so as 
to be recognised as a separate form of Classical Music for which the editing, 
publication, study and practical application of the Orissa music treatises is as 
essential as the practical musical performance. 


Lastly, the editor craves the indulgence of scholars for the errors and 


omissions which may be there owing to his ignorance and inexperience or 
other reasons. 


Nilamadhab Pani grohi, 


Editor, 
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THE GEETAPRAKASH 


TITLE OF THE WORK 


The Geetaprakash is a smal! Sansk' it work on the art of Indian Music 
(Sangeeta) which has been defined in most of our traditional treatises on 
music as the combination of Geeta (Vocal music), Vadya (instrumental music) 
and Nritta or Nritya (dance). Some have defined it as the combination of 
only,Geeta and Vadya. The Geetaprakash (henceforth G. P.) deals only with 
Geeta and bears, therefore, an apt title which literally means a work that 
throws light on vocal music. Indeed it is an illuminating work on all the 
important aspects of vocal music as current in India, particularly in its north- 
eastern region including Orissa, in the !6th Century A.D. to which its compila- 
tion can be assigned as has been done later in this introduction. 


DIFFERENT G., P.s— 


According to Prof. R. Kavi, the learned compiler of the Bharatakosa 
there are three works, one by Bipradasa, another by a certain Oriya author and 
a third, in five chapters, by Krishnadasa of Orissa (A. D. 1600). All the three 
works bear the identical title ‘Geetaprakasha’. (Vide Bharatakosa, page—175).” 


‘These observations of Prof. Kavi need examination in the light of the 
latest information available to us. 


1. ଅର୍ଞସମ: ଅଧ ଆପ ସର୍ତ । ୯ ମଷଷଙୀଷଙସୟ । ଖଳ: ସମୀଙୀଝଝମଥସ କସ: । ପୂ: 
ୁଠୋଙ୍ପସୀ ଅଝ୍ମ ଥମ ୮୩୮; | ଖଳ: ଏସପିଙ୍କ! | ଘଷୀଙ୍ମୀଗୀଷଷ ଷଞ୍ୁମ୍‌ ଏଞ୍ଙ er 
ଷଏ୍ ମ୍ୟାନ | ମଞଙଷ୍ଟା ଷମସନୀାସ ମଧ: । ଷାମଷନ୍ଙ୍ଞ୍୮୩ ଟିଷଙକୀମୀ ଷର୍ଖନି । 
ସୟ 4୦୦ | 
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Though Prof. Kavi speaks of a G. P. by Bipradasa, he subsequently 
introduces Bipradasa as the author of the Sangeetachandra but not of the G.P. 
(Vide Bharatakosa— page 614). Again, no other scholar or author appears 
anywhere to have quoted from or made reference to or even to have made 
mention of the ajleged G. P. by Bipradasa nor has the work teen so far dis- 
covered. So the observations of Prof. Keviin respect only of the other two 
G. Ps need scrutiny. But before doing that Jet us, for the sake of convenience 
examine, in this context, the observations of Dr. V. Raghavan. 


According to him, ‘There is a ms of the work in the Madras Govt. 
Oriental Mss. Library (Trien. Cat. 1919-20 to 1921-22 R. 3176 d.). The work 
is in 15 chapters which are as follows”. etc. 


But, after a thorough personal examination by us of the Ms. referred to 
above by Dr. Raghavan but perhaps not thoroughly examined by him (probably 
because the Ms. is in Oriya script) we are in a position to say that the actual 
title of the work is not Geetaprakash but Sangeetaprakash and it deals with all 
the three components of Sangeeta, namely, Geeta, Vadya and Nritya and not 
with Geeta alone. Hence the work bears the title ‘Sangeetaprakash’ and it 
appears to be the compilation of an author other than Krishnadasa and of a 
date later than that of the G. P. although it is not altogether impossibie that 
Krishnadasa, our author of G. P. also wrote Sangeetaprakash because both 
Geetaprakash and Sangeetaprakash have many things that are similar. This 
work does not however deserve any notice for our present purpose. 


Let us now revert to our scrutiny of Prof. Kavi’s observations on the 
G. P When Prof. Kavi says that a G. P. in 5 chapters was written by Krishna~ 
dasa of Odradesa i. €. Orissa we think he had in mind the Baroda Ms. which 
consists of 5 chapters and contains Geetas (Songs) composed mostly by Krishna- 
dasa though the name of the author is absent from the chapter-ending 
colophons as well as the concluding stanza of the ms. which runs as follows — 


କ୍ଷ ମିସ ନଞଖୀ କାଞ୍ରୁକାଗଞ୍ୀ । 
ଖୀଫ ଷୀ୪ମୁପୀଫ ସତୀ ମଙ୍ୀର୍ଶଷୀ ।। 
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{This analysis of geeta, interesting for scholars is, done (by me). Let the 
noble one discard envy and judge this with satisfaction.) 


Coming to the rest of Prof. Kavi’s observations to the effect that there 
is a G. P. by a certain Oriya author, we think Prof. Kavi inferred its existence 
and conjectured its authorship from occasional references to the G. P. in the 
Orissan music works such as the Sangeetanarayana etc. But probably Prof. Kavi 
had no opportunity either of examining the work or of having necessary 
accurate information in respect of the same; otherwise, his observations about 
the authorship of the work could not have been indefinite and he could never 
have missed the name of the author. Our point will be clear from the following 
paragraph. 

”~ 


Two Mss of the G. P. have since been discovered in Orissa and this, 
we venture to suggest, is the G. P. referred to by Prof. Kavi as the work of ‘a 
certain Oriya author’, because, an examination of these two manuscripts which 
appear to be more or less true copies of a common original (or either of which 
might have served as the original of the other) leaves no doubt whatsoever that 
the work was composed by an Oriya author Krishnadasa as is evident from the 
concluding stanzas found in either of them and quoted below :— 


Ld 
~ 


ସୀ ମିଥା ଭଙ୍ଗୀ ଧୁମ୍‌ | 
ଖୀ ଷୀଷଞ୍ଫ ଷଞଂକୀ ମଷ୍ସୀଅଗୀମୁ ॥ 


[This analysis of geeta is done by Krishnadasa out of curiosity. Let the 
noble one discord envy and judge this with satisfaction. ] 


In addition to the above, the name of Krishnadasa with the appellation 
Badajena Mahapatra occurs in eéach of the 7 chapters-ending colophons fof the 
Orissa Ms. ‘B’ though once only in the Orissa Ms ‘A’ at the end of chapter 11. 
Again almost all the songs found in both the Mss. contain the name of 
Krishnadasa as their composer. So it can now be definitely asserted that the 
Oriya author referred to by Prof. Kaviis none other than Kriahadasa Badajena 
Mahaapratra. 
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But did this Krishnadasa also write the G. P. in the form it is found in 
the Baroda Ms. ? Or, were there two different authors of the same name that 
wrote two G. Ps., one in the form of the Baroda Ms. and the other in the form 
of the Orissa Mss. ° These are questions that require solution now. 


We have aiready mentioned in a foregoing paragraph that the name of 
Krishnadasa appears in the Baroda Ms. only in the illustrative songs incorpora- 
ted therein and not at the end of any chapter nor in the concluding stanza 
which we have already quoted earlier. Tt is perhaps needless to point out 
that the concluding stanzas of the Baroda Ms and the Orissa Mss. bear 
striking resemblance but the name of Krishnadasa is absent from that of the 
former. This gives rise to only two possibilities, namely, (1) either someone 
has deliberately removed the name of Krislnadasa from the concluding stanza 
of the Baroda Ms. and has substituted the words ‘Vidwatm Koutukavaha for 
‘Krishnadasena Koutukat or (2) the name of Krishnadasa has been interpolated 
in the Orissa Mss. The second possibility 1s at once discarded as more than 
one mss proving Krishnadasa as the author have since been found in Orissa and 
the succeeding Orissan music treatises have referred to or quoted Krishnadasa 
and named his work Geetaprakash. However, before discussing these, let us 
try to know who this Krishnadasa could- be. 


KRISHNADASA 


So far little is precisely known about the life of Krishnadasa. who is 
completely silent on his own identity, age, achievements and the year and date 
of composition of the G. P, But the period to which he belonged and the 
approximate year by which the G. P. was composed can be fixed without much 
difficulty. Krishnadasa quotes in Ullasa 111 of his G. P. the following song :— 


ସପ ସମ ନ ମମ କଗ । 
ଏଙ୍କୁଖମଷ କଙୁଷୀଖନପୟ ।। 


ସମ ତ୍ସୀ ମମସମ୍ମଷ ଏଷ । 


nfayeugizandfasatut | 
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a third, in five chapters, by Krishnadasa of Orissa (A. D. 1600). All the three 
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These observations of Prof. Kavi need examination in the light of the 
latest information available to us. 


1. ଅର୍ଖସମୀନ: ଧୀ ଅଫ ଅତ | ୯୩ ନିମଙ୍ଂପଙକସ! । ଖାନ: ଧମମ୍ଙୀଙଝ୍ସମିଥିମ ଏସ: । ଅଖୀ 
ଆଧୋସ୍ୀଷସୀ ଅୁଙ୍ମଞସ ଏମସ୍ଞମ: | ଖଟ: ଏଷ A=: | ଅଗୀମଙ୍ମଗସଷ୍ୟ ଅମ୍ପୁମ୍‌ ଏ 
aa fogreoafa | agg amfaisy ପପ: | fg amଗୀ ଗଡ | 
୩: ହ4୦୦ | 
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with Geeta alone. Bence the work bears the title ‘Sangeetaprakash’ and it 
appears to be the compilation of an author other than Krishnadasa and of a 
date later than that of the G. P. although it is not altogether impossible «hat 
Krishnadasa, our author of G. P. also wrote Sangeetaprakash because both 
Geetaprakash and Sangectaprakash have many things that are similar. This 
work does not however deserve any notice for our present purpose. 


Let us now revert to our scrutiny of Prof. Kavi’s observations on-the 
G. P When Prof. Kavi says that a G. P. in 5 chapters was written by Krishna-~ 
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consists of 5 chapters and contains Geetas (Songs) composed mostly by Krishna- 
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ଞପଷୀ ଆଁଷୟଣିଧିଅେ ମଧଞଖୀ ଲନାଞ୍ରକୀସୀ । 
ଖୀର୍ଷ ଷୀଖେଫଞଖୋଫ ସତ ୮୩୩୩୩୫୪ ।। 
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[This analysis of geeta, interesting for scholars is, done (by me). Let the 
noble one discard envy and judge this with satisfaction. ] 


Coming to the rest of Prof. Kavi’s observations to the effect that there 
is a G. P. by a certain Oriya author, we think Prof. Kavi inferred its existence 
and conjectured its authorship from occasional references to the G. P. in the 
Orissan music works such as the Sangeetanarayana etc. But probably Prof. Kavi 
had no opportunity either of examining the work or of having necessary 
accurate information in respect of the same; otherwise, his observations about 
the authorship of the work could not have been indefinite and he could never 
have missed the name of the author. Our point will be clear from the following 
paragraph. 


Two Mss of the G. P. have since been discovered in Orissa and this, 
we venture to suggest, is the G. P. referred to by Prof. Kavi as the work of ‘a 
certain Oriya author’, because, an examination of these two manuscripts which 
appear to be imore or less true copies of a common original (or either of which 
might have served as the original of the other) leaves no doubt whatsoever that 
the work was composed by an O:iya author Krishnadasa as is evident from the 
concluding stanzas found in either of them and quoted below ‘— 
° 
ସ୍ୟ ପୁ ଞଙ୍ୀଷମ କାଥୁଙ୍ୀମ୍‌ | 
ଖୀ ମୀ! ସୀ ମଷ୍ଷୀୟତୀ ॥ 


{This analysis of geeta is done by Krishnadasa out of curiosity. Let the 
noble one discord envy and judge this with satisfaction. ] 


In addition to the above, the name of Krishpadasa with the appellation 
Badajena Mahapatra occurs in each of the 7 chapters-ending colophons gof the 
Orissa Ms. ‘B’ though once only in the Orissa Ms ‘A’ at the end of chapter 11. 
Again almost all the songs found in both the Mss. contain the name of 
Krishnadasa as their composer. So it can now be definitely asserted that the 
Oriya author referred to by Prof Kaviis none other than Kriahadasa Badajcna 
Mahaapraira. 
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But did this Krishnadasa also write the G. P. in the form it is found in 
the Baroda Ms. ? Or, were there two different authors of the same name that 
wrote two (7. Ps., one in the form of the Baroda Ms. and the other in the form 
of the Orissa Mss. ° These are questions that require solution now. 


We have already mentioned in a foregoing paragraph that the name of 
Krishnadasa appears in the Baroda Ms. only in the illustrative songs incorpora- 
ted therein and not at the end of any chaptcr nor in the concluding stanza 
which we have already quoted earlier. It is perhaps needless to point out 
that the concluding stanzas of the Baiodt Ms and the Orissa Mss. bear 
striking resemblance but the name of Krishnadasa is absent from that of the 
former. Thus gives rise to only two possibilities, namely, (1) either someone 
has deliberately removed the name of Krislinadasa from the concluding stanza 
of the Baroda Ms. and has substituted the words ‘Vidwatm Koutukavaha for 
‘Krishnadasena Koutukat or (2) the name of Krishnadasa has been interpolated 
in the Orissa Mss. The second possibility is at once discarded as more than 
one mss proving Krishnadasa as the author have since been found in Orissa and 
the succeeding Orissan music treatises have referred to or quoted Krishnadasa 
and named his work Geetaprakash. However, before discussing these, let us 
try to know who this Krishnadasa could be. 


KRISHNADASA 


So far little is precisely known about the Jife of Krishnadasa who is 
completely silent on his own identity, age, achievements and the year and date 
of composition of the G. P. But the period to which he beJonged and the 
approximate year by which the G. P. was composed can be fixed without much 
difficulty. Krishnadasa quotes in Ullasa 111 of his G. P. the following song :— 


କଖ୍ଷୀଷ ସ୍ସ ୮ fof ତମ । 
dg କgଷୀଞ୍ଷଷୀସପୟ || 


ମଧୟ ଫଷନତ ଅଷୀ । 
qfagqagfzanafasatiot || 
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ଖସ ଝି ରagf୍aୟ | 
Tatar IMag 4 


The last line of this song proves that the composer of this song is 
Ramananda Raya, the author of Jagannathaballav nataka and the ‘Rudra- 
gajesha’ mentioned in the song is Gajapati Prataprudradeva who ruled Orissa 
from 1497 to 1533 A.D. and under whom Ramananda Raya was the Governor 
of Rajmahendry which then formed part of the Kingdom of Orissa (Vide pages 
328 and 332 of Vol. 1, History of Orissa by Dr. Harekrishna Mahtab). 


Again Krishnadasa has himself been referred to in Haladhara Misra’s 
Sangeetakalpalatika, another Orissan music work in Sanskrit which can be 
definitely said to have been composed between 1623 and 1647 A.D.* So the 
advent of Krishnadasa must have been between 1500 A. D. and 1647 A. D. 
Further, in some of his own compositions incorporated in the G. P., the author 
Krishnadasa eulogises Mukunda Gajapati.## 


* Commenting bitterly on the view adopted by Krishnadasa on the Angas 
(component parts) of a Prabandha, only 4 of which were recognised by 
Krishnadasa in his G. P. as against 6 Angas traditionally accepted by oiher 
music authorities, Haladhara, the author of Sangeetakalpalatika writes, 


ଆ କୁଖୋସ୍ବୀଷସ ଅଗନଷଷଆୀଂଗg୭ଫ ଅତ ଷ୍ଷ୍ଚ ଏଙଟମଷଙ୍ଷୀସୀମୀ ଆମ୍‌ ଙ୍ଗ 
ofgeATcqTgatatratCaa: ଞର୍ଷଷୀ ଖଟ ଝ୍ୟଷ ପମ୍‌ ମଞ୍ମଧଷୀ ଷ ଅଞ୍ଗୀୟ ଞଷର |” 
Sangeetakalpalatika-Prose comments after sloka 15 Chapter-I. 


The following song, among others, found in G., P. is full of eulogy for 
Mukunda Gajapati of Orissa. 


ଏ xX ଏ 
“gradtqragaedaa seaafgdl faucnmad i 
ଖଙ୍କଣସଷଷମସ୍୍ୀ ମନ୍ଙ୍କ ମମନ୍ୟଷଷ ମଧସଖ ସୁଖ ୩୪ ॥ 
gy af 
fagetnfeaat hafta’ gra fafaangeafa ଖୀ 1) 
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This Gajapati king was the only Gajapati in the contemporary history 
of Orissa bearing the name Mukunda and was the last independent ruler of 
Orissa from 1559 to 1568 A. D. (Vide Page 343, Vol. 1 - History of Orissa by 
Dr. Harekrishna Mahtab). It follows therefore that Krishnadasa must have 
composed his G. P. between 1559 and 1568 A. D. Over and above this, Abul 
Fazl’s Akbaranama makes mention of a Mahapattar who adorned the Court of 
Akbar, the Great Mogul; and who was unrivalled in the arts of Indian Poetry 
and Music (Vide Page 381, Vol. 11 of Akbarnama-translated by H. Beveridge). 
In the year 1565 this Mahapattar had bcen sent with Hassan Khan Khajanchi 
to the Court of Mukunda Gajapati, the then ruler of Orissa who had diplomatic 
relations with Akbar. (For full accounts, vide Page 15 to 17 of the Oriya 
introduction which reproduces the relevant part from English translation of 
Akbarnama done by Beveridge ) 


The Ain-i-Akbari, too makes the following reference to Mahapatra. 


“Islemshah was also a patron of music, His two great singers were 
Ramdas and Mahapater. Both entered subsequently Akbar’s service”. 


(Extract from H. Blochmann’s translation of Ain-i-Akbari, Vol. 1) 


But this was not written by Abul Fazl himself. The translator has put 
it as a footnote on the basis of information collected by him from later 
historians who also testify that Krishnadasa knew Oriya and most probably 
came from Orissa. 


‘Mahapattar’ is undoubtedly a corruption of the Sanskrit word 
‘Mahapatra’. On several occasions in the history of Orissa since the Ganga 
period (12th century A. D ) one comes across the names of important persons 
bearing the title ‘Mahapatra’ which even now, lives as the surname of many a 


The word “gtxadlgt” here means Barabali fort which had been. rebuilt 
and fortified by Mukundadeva. It also eliminates the Mukundadeva of the 
Bhoi dynasty which was ruling from Khurudha in Puri district and had no 
control over Barabati fort in Cuttack, occupied as it had been by the Muslim 
Governors of Orissa after the fall of Mukundadeva, eulogised in the Songs. 
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family. During the Ganga period it meant a minister or adviser and later on 
it used to be the designation of a high official. Badajena was another such 
title## iu vogue in Or'ssa in the 16th century A.D. and continues even now. 


We do not come across any other Mahapatra who was unrivalled in 
the arts of poetry and music in the reign of Akbar, the Great. So the 
‘Mahapattar’ of Akbarnama and Ain-i-Akbari can safely be taken to be Krishna- 
dasa Badajena Mahapatra, the author of the G.P. which, as we have already 
shown, bears hts name in each of the 7 chapter-ending colophons in Orissa 
Ms ‘B’. The use of Brajabuli dialect in some songs of the G. P. lends further 
circumstantial evidence that Krishnadasa Badajena Mahapatra had some asso- 
ciation with Northern India and the court of Akbar during whose reign the 
dialect had gained considerable popularity. Tt can also be concluded from all 
these that the G. P. was composed near about 1565 by which time Mukunda 
Gajapati, eulogised in the G.P., had risen to the summit of his glory by repelling 
the first invasion of Orissa by Sultan Ghiyasuddin Jalalshah of Bengal and 
Justified the eulogy of a poet like Krishnadasa. 


Tt is now necessary to dispel some misconceptions that seem to have been 
created about Krishnadasa. 


=~ “At page 8 of his introduction to Sangeetasara Sangraha of Ghanasyama- 
dasa (published by Ramakrishna Vedanta Math, Calcutta, 1956). Swami 
Prajnanananda, the learned editor, says as follows — 


# Viswanath, the author of Sahityadarpana (C. 15th century) was a ‘Sandhi- 
vigrahika Mahapatra’, Even some rulers used the word ‘Mahapatra’ as a title. 


Badajena, as a title, was in vogue in the 16th century “Ramananda Raya 
and Gopinath Badajena were respectively the governors of Rajmahendri in 
the south and of Midnapur in the north” Page 328, Vol. 1, History of Orissa 
by Dr. H. K, Mahtab. We have already shown that one of Ramananda Raya’s 
songs has been quoted by Krishnadasa Badajena Mahbapatra. 
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“Now again we come across the name of Krishnadasa who was quoted 
by the author of Gitaprakasa ( 15th-16th Century A. D. ), an authoritative 
book produced in Orissa. This Krishnadasa was no other than Krishnadasa 


Kaviraj of Chaitanya~Charitamrita and he was contemporary to Ramananda 
Ray, Rupa Goswami, Sanatana Goswami and others. 


xX xX × Xx 


Krishnadasa Kaviraja’s Govinda Lilamrita also proves that he was a 
noted musician and a poet. Krishna Dutta#t who was quoted in Harinarayana 


# To suppose the existence of one Krishnadutta as a noted musicologist and 
author of some authoritative books on music (as has been done by the learned 
editor at page 7, ibid, and by some other scholars} is rather unwarranted from 
the single reference, namely ‘safaq yuaurd s1u poorer: |? found in the Sangeeta- 
narayana (henceforth S. N.). The above reference occurs in connection with 
Raga Devakree. 


Comparison reveals that the definitions of almost all the Ragas given in 
the S. N. tally almost word by word with and stand almost in the same order 
as that found in the G.P. The author of the S. N. himself admits earlier that 
in giving the Raga definitions the G. P. inter alia was his authority. Jndeed, 
he has quoted from the G. P., almost verbatim, the description not only ot 
Raga Devakree but alsn of almost all other Ragas. 


Now the G. P itself says in connection with Raga Devakree. 
“aT gard ygoaurd sia afafg:” 
Thus there was no necessity for the author of the S. N. to cite Krishnadutta 


and not Krishnadasa in this context, particularly as Krishnadutta has nowhere 
else been cited as an authority on music. 


Hence, the existence of Krishnadutta is not a warranted inference. 
Furthermore, Krishnadutta can easily be a geribal error for Krishnadasa. 


Digitized by srujanika@gmail.com 


( . ୨ ) 


Deva’s Sangita Narayana was a quite different person from Krishnadasa quoted 
in Gitaprakasa. Krishnadasa was a composer of many songs and many of his 
songs were quoted in the ‘‘Prabandhadhyaya of Gitaprakasa.” ( Underline is 
our—Edior). 


This view of the learned editor is based on the erroncous supposition 
that the author of the G.P. and Krishnadasa are two different persons and that 
Krishnadasa, the author of the songs is different from the author of the treatise. 
But there is nothing to suppose like that. On the other hand there were several 
authors at least in Orissa, who themselves composed slokas and songs bearing 
their own name in the concluding stanza to illustrate some Tala or Prabandha 
and incorporated them in their works.## Tt is therefore, wrong to suppose that 
Krishnadasa, the author of the G. P., quoted the songs of Krishnadasa Kaviraj, 
for the author himself was an unrivalled poet and a musician. For another 
reason also Krishnadasa Kaviraj should not be taken as the composer of songs 
found in the G. P. We have already seen that some of those songs have for 
their theme the glory cf Gajapati Mukundadeva. But by the time Mukunda 
Gajapati reached the peak of his fame as a warrior and ruler, Krishnadasa 
Kaviraj had already left Orissa to spend his last years in Brindavana. He 
cannot possibly have been patronised by or connected in any way with 
Mukunda Gajapati so as to be obliged to glorify the latter who again is not 
known to be a follower or lover of Sti Chaitanya’s Vaisnavism like Krishnadasa 
Kaviraje. Hence it is unwarranted to connect Krishnadasa Kaviraja with the 
composition of the songs found in the G. P. † 


## It was customary those days to mention the name of the composer in the 
Abhoga part of the composition as required under the rule 
ଓ ୩ଧସୀମ ଅଧ ସୀଷ୍ଙ୍ମୀଙ ସତ ।? 

It was an old and traditional custom continued unabated till the end of the 
19th century A. D. in Orissa. 

† It is not irrelevant to observe here that this learned editor-scholar is often 
found to be fond of making unfounded and riritating observations in favour of 
Bengal at the cost of Orissa. Thus, at page 166 of his History of Indian Music 
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From the foregoing discussion it is evident that Krishnadasa i. €. 


Krishnadasa Badajena ? Mahapatra was an eminent poet, musician and musico- 


logist of 16th century Orissa. The songs i incorporated i in G. P. are his own and 


the G. P. was written by him. The Baroda recension of the G. Pp. is the 


product of deliberate distortion by some learned and deft hand which, at places, 
has improved upon the original version but which, at the same time, is culpable 
owing to obliteration of Krishnadasa’s name from the concluding couplet of 
the work. 


Irrespective of the fact that Tansen, the bright luminary of India’s 
musical sky, was shining his brightest in Akbar’s Court at that time, Abul Fazl, 
the contemporary Court historian, considered Krishnadasa to be ‘unrivalled’ in 
the arts of Indian poetry and music. This alone proves what a genius Krishna- 


he writes under the caption “R ole of Bengal in the domain of Music”—“From 
the Hatigumpha inscription of Kharavela, dated about the Jst century B. C. or 
2nd century A. D. we come to know that king of Orissa ( or Greater Bengal ) 
was proficient in the Gandharva Veda”. 


In his almost fanatic zeal to steal from the glory of Orissa he has mis- 
identified Krishnadasa the author of Geetaprakash including the songs thereof, 
and a great son of Orissa, with Krishnadasa Kaviraja of Bengal. He forgets 
that no music treatise had been produced in Bengal in the 14th, 15th, 16th and 
17th centuries. He also forgets that Sangeetasarasangraha (18th century), 
edited by him, is a de facto product of Orissa because the work virtually 
reproduces the first four Chapters of Sangeetanarayana (17th century) of 
Narayanadeva; King of Parjakhemandi in Orissa 


For a detailed discussion on this, vide an article of mine published at 
pages !010— 1016 of Oriya monthly Jhankar (9th year—1958-59) and article 
of late Sri K. N. Mahapatra at pages 17—2+4 of Vol. X of the Orissa Historical 
Research Journal, 1961. 
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dasa must have been! But, alas ! this great son of Orissa has so far been 
deprived of the glorification that was his due and has died unsung and 
unhonoured even in his own country, Orissa. 


MUSIC WORKS & AUTHORS REFERRED TO OR 
QUOTED IN THE G P. 


The G. P. is not an absolutely original treatise on music in as much as 
almost all the slokas found therein are traceable in other music works. The 
method adopted by the author to expound the theories of music is not unusual 
in the music literature nf India. He quotes a sloka or a hemistitch or even a 
part thereof from a renowned or established authority on a particular topic and 
tries to explain or elucidate or comment on the same to bring home his own 
view on that topic. At times he at once introduces or explains a topic in his 
own words and then justifies the same with a relevant quotation or quotations 
culled from some authoritative work. For example, while dealing with the 
topic Antara Dhatu he first says, in his own words, “Dhruvabhogayor madhye 
antara dhruvo bhavaii” and to justify this he quotes “Dhruvabhoganitare jato 
dhaturanyontarabhidhah sa tu salaga sudastharupakesveva drishyate”—a sloka 
found in the Sangeetasara of Hari Nayaka. 


Thus we may say that the G. P. is a sort of learned illustrated discourse 
on Geeta. 


For a better appreciation of the work, its value and the system of music 
the author was trying to describe, we give below a brief ‘who is who’ of the 
authors and works referred to or quoted in the G. P. 


( 1) Hari Nayaka :— Hardly anything more is yet known about 
Hari Nayaka than what he himself has given in 2 stanzas of his Sangeetasara 
which, from its beginning to the end, closely follows the Sangeetaratnakara of 
Sarangadeva and appears to have epitomised it with additions of new matter 
very rarely. 
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A palm leaf Ms. of this rare work has luckily been seen and copied by 
us. In ascertaining the correct reading of many a verse of the G. P. we have 
consulted our copy of the Sangeetasara. We quote vclow the relevant stanzas 
from this unpublished work :— 


“Yah karnatakabatakasya sumabapatrasya gotre jani 
Shreerangasya taranginee tatipater gambheeryya lakshmeeyusah 
Yenasao dwijarajakena cha maharastrah sadaivojjwalah 

Chakre chakra bhridanghri padmanihitaswantena kantashriya 
Pracheena dadhuna tanadapi rasadakrisya saram dhiya 
Granthannischalaya clircna nikhilat Sangeeta sansarginah 

Jena shree Harinayakena rachitam Sangeetasaram budhah 


Kanthe haramivarpayantu Sagunalankara leelaba ham” 


Hari Nayaka says that he was born in the family of Sri Ranga 
Mahapatra of karnatakabataka. 


There was one Sri Ranga F aja alias Singaraja Mahapatra alias ku mara 
Yarrama in the Eastern Chalukya dynasty of kalinga who ruled near Raja- 
mahendry over the southern region of Orissa. ‘This Sri Rang Raja Mahapatra 
(C.1500 A.D.) was the grandfather of Gajapati Mukunda (vide page 343 of 
the History of Orissa. Vol. 1 by Dr. H.K. Mahtab). We have seen that the 
author of the G.P. has eulogised Goajapati Mukunda in some of his songs. 
Probably due to the family ties of this Gajapati with the family of Sri Ranga 
Mahapatra and Hari Nayaka (Mahapatra 2) the laiter’s Sangeetasara attained 
wide popularity in Orissa in the 16th century A.D. and was respectfully quoted 
extensively by the authors of the Orissan music works. It is also probable 
that our author Krishnadasa Badajena Mahapatra himself belonged to the 
family of Sri Ranga Mabhapatra and Hari Nayaka (Mahapatra) and had, 
therefore, been employed in a diplomatic mission to the Court of Akbar. 


The word Nayaka, it has to be pointed out here, may not be a surname 
of Hari Nayaka if he belonged, as suggested by us, to the family of the said 
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Sri Ranga Mahapatra and he should ordinarily have been Hari ‘Mahapatra’. 
But due to his proficiency in music he had the apellation Nayaka (like that 
of the famous Gopala Nayaka, associated with Amir Khusro). “Nayaka was. 
the highest degree conferred on one who was a past master in the science 
X X” (Atiya Begum’s Sangeet of India-page 54). “The musicians in older 
days were classified in the following orders of ascendancy: Pandit, Guni, 
Gandharv, Gayan and Nayak according to the proficiency they had acquired 
in art. X × × A Nayak was required to possess a complete mastery over all 
branches of music both in its theoretical and practical aspects.” (Ma’'danul 
Moosiqui by Hukim Mohammad Karam Imam, translated by GovinP 
Vidyarthi—page 13—Sangeet Natak Akademi Bulletin 11-12, April, 1959.) 


That the author of the Sangeetasara was very proficient in music and 
deserved the title ‘Nayaka’ is evident from his work, though we have no 
record of his practical abilities. 


Anyway, the Sangeetasara of Hari Nayaka has been extensively quoted 
in the G P. Besides numerous stray slokas, almost all of chapter V of the 
Baroda Ms. and of chapters V, VI and VII of the Orissa Mss. are found in 
and appear to have been taken from Hari Nayaka’s Sangeetasarae Thus our 
authors grcatly indebted to Hai Nayaka. 


.(2) Sangeetasarvaswa (C.1500 A.D.) - This was written by Jagaddbhbara 
who may be no other than the well-known commentator of Bhavabhooti’s 
Malatimadhava and Bishakhadatta’s Mudraraksasa. His Saradipika commentary 
on Jayadeva’s Geetagovinda is said to contain discussion on music. 


It appears tit Jegaddhara’s ‘Sangeetasarvaswa’ was held in high 
esteem as an authoritative work on music in the north-eastern parts of India. 
Subhankara, the author of Sangecetadamodar (Calcutta Sanskrit College 
Research Series No. X1) appears to h .ve often borrowed without acknowledge- 
ment from the Sangeetasarvaswa. This comes to light from the Boroda Ms. 
of the G.P, where the Sangeetasarvaswa has been acknowledgedly quoted at 
times and has been referred to on 7 occasions in chapters 1 and 11 and some 
of these quotations are also found in the text of Subbankara’s Sangeeta- 
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damodara. It is not impossible, however, that both Jagaddhara and 
Subhankara borrowed from a common source. The Orissa Mss however do 
not mention the name of Jagaddhara or his Sangeetasarvaswa. 

(3) Subhankara (C.1500 A.D.) ‘- The following verses of the Geeta- 
prakasha have been ascribed to Subhankara :- 

(A) Magha pousa nishayam tu shesapraharamatrake. 

Sadhbakah salile sthitwa gamakan sadhayediman —- Ullasa IV. 
(B) Hareh shayanamarabhya yabaddurgamahotsavam. 


Parvatee preetida tavanmalava shreer manorama. - Ullasa V. 


(C) Hindolascha vasantascha vasante raktidayakah. - Ullasa V 

As these are found in the Sangecetadamodara of Subhankara with slight 
changes in respect of (B) (Vide pages 31 and 34), it can definitely be said the 
Subhankara referred to in the Geetaprakasha is no other than the author of 
the Sangeetadamodara. Further, the verses showing the names of Talas from 
Chachchatputa to Saraswatikanthabharana found in chapter IV of the G.P. 
are, besides numerous other verses, the same as those found in the Sangeet- 
adamodara and might have been borrowed therefrom or from a source common 
to both the Sangeetadamodara aud the G.P. Subhankara, it may be added 
here, was the author also of ‘Hastamuktavali’, a brilliant and comprehensive 
work on hand-poses relating to classical dance of India. 


(4) Nissanka Sharngadeva (1230 A.D.) :- The name of this famous author 
of the Sangeetaratnakara has been mentioned only once in Chapter 1, but 
quite a good number of quotations given in the G.P., at times corruptly, are 
found in the Sangeetaratnakara. 

(5) Sahityadarpana :- The famous treatise on Alankara written by 
Biswanath Kaviraja of Orissa. 

(6) Jayadeva ‘- The immortal author of the Geetagovinda. 

(7) Gajapati Purusottama :- A Gajapati King of Orissa (1466 A D. to 
1497 A.D.), a great Sanskrit scholar and an accomplished writer. 

(8) Dandee: The well-known author of Kavyadarsha, a Sanskrit treatise 
on Alankara. 


Nr) 
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G.P. has been divided into 7 Chapters or Ullasas. Ullasa means joy. 
The primary aim of Sangeeta is to evoke aesthetic joy. Hence, the use of the 
word Ullasa for each chapter of G.P. is charmingly apt and speaks of the high 
aesthetic sense of its author Sri Krishnadasa Badajena Mahapatia who, as we 
have already seen, was a famous musician and poet of Orissa, nay, India in 
the 16th. Century A.D. The treatise as a whole has been called ‘Pareeksa’ or 
analysis of Geeta. The words Ullasa and Pareeksa or Pareeksana have been 
used almost in the same way in Sangeetaraja of Kumbha but our author does 
not appear to have followed Kumbha in dealing with the different aspects of 
Geeta. 


” 


The 7 Chapters of G.P. are serially named (1) Suddhageetanirnaya 
(2) Salaganirnaya, 3) Kshudrageetanirnaya, (4! Gunanirnaya, (5) Raga- 
nirnaya, (6) Swaranirnaya and (7) Dosanirnaya. These names indicate the! 
different aspects of Geeta discussed in G.P. 


Synopsis of each of the above chapters with our elucidations and ob- 
servations where necessary is given below — 


a CHAPTER - 1 (Suddhageetanirnaya) 


‘The purpose of this chapter is to determine the characteristic or salient 
features of Suddhageeta i.e. the pure or high class Geeta. 


After offering his obeisance to Lord Jagannatha, the most venerable deity 
of Orissa, enshrined in the holy temple, ‘the Azure bill’, at Puri, and after 
spelling out the aim of his treatise which, as he says, is to determine the 
characteristics of Geeta in its contemporary form, the author begins his 
illuminating discussion. 


At the very outset the author defines Geeta as ‘a charming, literally 
colouring, composition of swaras i.e. musical notes’—‘Ts%: ଷବ୍ଷଙ୍ଷୀ Tan? 


T his definition of Geeta, it may be observed, is exactly the same as the 
one given in S. R. of Sarngadeva {13th Cent, A.D.) and reproduced in $5. S. of 
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Hari Nayaka (C. 15th—16th Cent. A.D.) who has been copiously quoted 
in G.P. 


Geeta is apparently a very common word but to define it technically is 
rather difficult and involves consideration of different questions. It will be 
evident from the following passage reproduced here from pages 3 and 4 of 
S. N. of Narayanadeva that the definition of Geeta had become a subject of 
controversy towards the first part of 17th Century A D. when this work was 
written in Orissa .— 


ଖଷ ୩୮] 
ପଞ୍ଷ୍ଠ୮ ଶୀ ଷଷଷସ୍କୀଙ୍୍ପ ଧମ । ସୀଧା ଅହ 
UR — 
୩ ୧ ପୀଧଷୀgୁ ଷମଖୟ । 
ଣର ଷାଧୁ ୩୮ଙ୍ମୀଷୁଷୱ ।। 
Sly — Tnfacfad aff | 
୩୩୩ g— ଝା ଏ ଙ୍ଖ ମଗ୍‌ | ଓ 
ସtg, ଖୀGufzarag— 
ଷୀ୍ରୁମ୍ଷାୱୁଷୀଙ ମୀଗମପର୍ଷୀଷସ । 
ପି ସୀସା ୩ ଷାଥ୍ଥଷ୍ଷୀଷ୍ ॥ ହହ୍‌ ॥ † 


# This has been misread in S. N. as Cmca dew day which might 
mean ‘a composition of charming (31%) Swaras’ although the intended meaning 
is ‘a charming composition of Swaras’, the emphasis being on the charmingness 
of the composition. (Vide Kallinatha’s commentary at page 203 of S. R. Vol.11) 


f This quotation, said to have been given from Wx¢ufgaT, is found in a 
different form in S.M. of Harichandana and is reproduced here from page 22 
of this work which too ascribes it to arRqafgdI— 


ସ୍ତ୍ରୀକୁ ଷମୀଥୁଙା ଏକସରସପ: | 
ଝପମସୁପଖ ଷଖ୍କଷ ମନ Hz ନ: | 
Naradasamhita referred to here is probably ‘Panchamasarasamhita. 
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We have already shown that the definition of Geeta, accepted by our 
author, originally belongs to S.R. of Sarngadeva (Vide Sloka 1 of Prabandha- 
dhyaya). Someswara alias Bhulokamalla (early 12th Cent. A.D.) defines Geeta 
as a harmonious blend of >owaras, Padas and Talas— 


ଏ ସଞ ଙ୍ୀସୀ ୍ଞ ମୀମୀସୀ ସ୍କ ମ୍ମ: | 
ଫafଞ୍ଫ ଖୀଞଏଙ୍ମମୀକ 1) 


(Manasollasa — 12-4-94) 


In B. N. S. several types of Geetas have been described in detail but a 
clear-cut definition of Geeta has not been given. We come across two more 
words, namely Gandharva and Gana which have been used in B.N.S. as almost 
synonyms of Geeta. The word Gana too, like the word Geeta, goes undefined 
but Gandharva has been defined as a composition which is @tdl4quqgTcag and 
has but been echoed in Manasollasa (quoted above). Dattila has given us a 
very lucid definition of Gandharva ana that 1s— 


ଏଙ୍ସ୍ଅବଞୀଖସାସମ ଅୁମଙ୍ସପୀ | 
ସଞ୍ଯୀଥଷୀସମ ୩୩ନଷଷଷମଷୀସକି ।। ଓ ।। 
——ଝ୍ୀଖଖମୁ 
(Trivandrum, 1930 Edition) 


$ 


Many of the medieval musicologists practically subscribed to the view 
that Geeta should have three things, namely, Swara, Pada and Tala, the very 
same components of Gandharva. Since however the latter type was erroneously 
supposed to have been the exclusive art of divine beings known in the Puranas 
as Teud., an artificial classification was adopted in which Gandharva and Gana 
were supposed to be two different types under the genus Geeta. Sangeeta- 
ratnakara of Sarngadeva was perhaps the first to adopt this classification and 
others followed suit. Gandharva was erroneously supposed to be meant for 
salvation and Gana for watga i, e. for providing aesthetic pleasure to the 
people at large. Although B. N.S. has 
ଖା ମଇ ଦୁଷୀସୀ- ଷଷ୍ୀ ମହଖଙ ଓମ: । 
୩୮m ଅଫୀଷ୍‌ ସୀଙ୍ଖନଷ୍ଷଞସ୍ ।। ୯1 

B. N. S, (Kasi)—28th Chapter. 
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Yet Gandharva was meant for secular and aesthetic pleasure of the people, 
the spectators and audience witnessing the drama which, ‘in those days, was 
usually replete with songs## and instrumental music which too was a part of 
Gandharva. So the B. N. 5. says, 


ସସ ଷ୍ିଙ୍ଷୀ ମା ମୀମୀଫାସଷୀଷ୍ | 
୩୪ ୮ ମଞ ମସଷୀ ସଖୀଙଙ୍ୀଅ 
—Ibid. 


If tia of Sarngadeva was secular and popular music par excellence, 
Gandbharva was none the less s0. Of course, Gandharva comprised both vocal 
and instrumental music, Gana was only vocal. 


To summarise, early medieval musicologists like Someswara, the author 
of Manasollasa, identified Gandharva with Geeta and conceived of it (Geeta) 
as a combination of Swara (musical notes), Pada (meaningful words in 
sentences) and Tala (time-measure to accentuate the rhythm). There were 
others, however, who would hold the view tbat the presence of Pada in the 
form of meaningful words and the presence of tala, too, was not essential in 
a Geeta. The protagonists of this latter view could perhaps justify their 
view and cite, in their favour, the Bharatanatyashastra which permits the use of 
meaningless words in a Geeta although in that case it would then be called 
Bahirgeeta or Nirgeeta.- ‘Ihe Bharatanatyashastra also classifies Pada firstly as 


ae 
i 


ମି ମଷ୍ସୟ ଅଶ୍ରୁ : 

ମୀ ¥ ସପ ସଙ୍ଗକସ କିସମ । 
asf ୩ fH ସକ ଖା 
ସୀଅପପମ ସା ମ୍ଫ ଖା ।୨୫ଣ୍ଡା 


B. N. S. (Baroda)—32 
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Anivaddha and Nivaddha and secondly, as Atala and Satala.7 So, compositions 
devoid of meaningful words and time-measure could also be sung and could 
still claim to be called Geeta. What however was indispensable ina Ceeta 
was Swara i.e. pleasing musical notes which indeed constitute the soul of a 
song, and the definition 3%. Etarqul afoul, adopted by Sarngadeva 
in his Sangeetaratnakara appears to be based on this line of thinking. It should 
not be understood in the sense of absolute denial or decrial of .meaningful 
words or / and time-measure in a Geeta. It only perhaps means to lay the 
largest importance on pleasing notes—more than on meaningful words and 
time - measure and serves to remind us that the composition itself should be 
THF - aesthetically pleasing, rather than being an indiscriminately constituted 
cluster of sweet notes, 


n Our author seems to have accepted the definition of Geeta as given by 
Sarngadeva and adopted by Hari Nayaka not because he would divorce Pada 
and Tala from a Geeta. On the contrary, a poet as he was, he would deem 
‘Padas’ as the most essential component of a Geeta. A perusal of Chapter IV 
of Geetaprakash which deals with the qualities of a Geeta leaves no doubt 
about his conception of a Geeta, for he says emphatically therein, 


ୱ ସ୍ଷଶଧ୍ୟ ମୁଷଷ୍ୀଙହଅଙକପଷ' ନଅଙ୍ | 
qegTTTaaG, ପଥ ୍ ଥୁ ଅଙ୍କ ॥। 


† ସମସ ଖୁ ସି ଏଙ୍ସ୍କ । 
†ମଷଟୁଖୀମମଗୁ ଖସ ପମ୍‌ୱଙ୍କ ମମୀ ଶସ ୧୯ 
ଖାଖୀସଂସ ଅଖୀ ନଞୁଙୀଏ୧ସ ଅଙ୍ଷଷଷୁ । 
ଖୀ ସୀ ମତ, ଷ୍ଠ ଗି ମୁ ଓ ୦ା। 
+ + + 
auda୍୍ପଙସଙ ଷରଂଙ୍ୀପୀଷଓମକକଷମୁ । 
†ଜଷଙ ଥୁ ଏ ସୁଅ ପଅସୀସ୍ସଅଳୀଞ୍ 35) 
ଖସମ୍‌ ଥୁ ଏଆ ସମମଅସୀଞ୍ୁ । 
ଖାସ ଏଫ ଖଷଷ୍ୀସସପଗୀଞ୍ଏୟ 123! 
୩: ସୀ: ମା: (୩: ୩;)-— 3ଦ୍ଧା ଖସ 
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This means that the verbal struciure of a Ceeta should consist of 
sentences possessing Gunas (like Ojah i.e. weight, Prasada i. e. clarity etc.) 
Alankara (ornamentation by different devices of beautification) and Rasa 
(Sentiment). At the same time a Geeta should be a charming composition of 
pleasing notes— T¥%: <arTH: 


Thus our author seems to have been another trend-setter like the 
immortal Jayadeva, the author of Geetagovinda and the great poet-composer 
of Orissa, whom he seems to have faithfully emulated. Successors of Krishna= 
dasa Badajena Mahapatra, such as Deenakrishna, Upendra, Banamali, Baladeva, 
Gopalakrishna and innumerable other poets and composers kept up the ideal 
set up by him and composed countless songs in Oriya in alliterative, orna- 
mental language full of fine sentiment. 


In the ultimate analysis, our author’s ideal of a Ceeta seems to be a 
happy blend of fine poetry, sweet sound, colourful composition and variety-ful 
time-measure. 


If, however, our author were to be forced to do away with any oné€ of 
the three aspects of a Ceeta, namely, Swara, Pada and Tala, he would rather 
sacrifice the last one i. €. Tala. His acceptance of the division of Ceeta into 
two classes, namely, Anivaddha and Nivaddha, justifies the above inference. 
Anivaddha Ceeta is devoid of Tala. This type of singing which allows a free 
play of Swaras (constituting the melodic aspect of a Geeta) and which brings 
out, establishes and, elaborates the inherent beauty of the melody is as old as, 
may be older than, the Bharatanatyashastra- This treatise, as we have already 
seen, recognises Anivaddha and Atala compositions which the medieval music- 
ologists termed as Alapti (Alati of Someswara) or Alapana. Of course, the 
Alapana of a Raga has not been dealt with in the B. N.S. but its kernel was 
there. It was developed to a high degree of excellence in the medieval period 
and was known as Anivaddha Geeta or Alapti which takes the form of Ragala- 
pana—ateafacfy arate targa — i. e. clear exposition of Raga. Alapti, 
Alapa and Alapana are all derived from the same root 4 in the sense of 
‘speaking out’— THT Hcl Hg— says our author, after Hari Nayaka 
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(who was perhaps his mentor). The S. R., particularly its great commentator 
Kallinatha, makes fine distinctions between Alapti. Alapa and Alapana (Vide 
pages 168, III Prakeernakadhyaya of S. R. and Kallinatha’s commentary 
thereon). Our author avoids all these details and appears to convey all these 
by the words Alapa and Alapti. His comments on Alapti would go to show 
that even meaningless sounds such as ‘Hum’ can serve as its vehick though 
meaningful words (an example of which is given by him in the Patadi 
pravandha in Chapter-I & which runs as 


“aqafagiafaag efnarsg goncraafafataaft so”) 


can also be used according to certain schools or traditions, or to the school to 
which he belonged. He calls these meaningful words as ‘Alapa’. The Suddha 
or pure Pravandha, according to him, must have ‘Dhatu’ ‘Anga’ and ‘Alapa’, 
this Alapa being performed through meaningful words. 


Content with quoting the definition of Alapti, he avoids the detzvils 
relating to tne method of performing it as well as the divisions such as R agalapa 
and Roopakalapa. He then begins his discussion en Nivaddha Geeta or the 
closed type of Geeta and accepts its threefold division, namely; (1) ‘Shuddha 
(2) Chhayalaga or Salaga and (3) Ksudra. The author then devotes the 
rest of the chapter to determine the characteristics of Shuddhageeta. 


We have seen that the Suddha or pure Geeta must have Dhatus, Angas 
and Alapa. Dhatus arc the diffrent paris of a Pravandha which alone can, 
according to the author, be termed as Shuddhageeta. He recognises only three 
such Dhatus or parts, namely, (1) Udgraha or the initial part, (2) Dhruva or 
the micldie part (which owes its name to the stability therein of the melodic 
structure on account of the unchange-ability of the notes employed, the 
repetetion of the part itself after it is itself sung or after singing ¢ach of the 
other parts and the termination of the cycle of time-measure on reaching that 
nart.) and (3) Abhoga or the final part which usually bears the composer’s 
name and that of the hero eulogised in the song. The author, however, 
comments that such names could be given, according to contemporary practice, 
either in the Abhoga part or in the Alapa perhaps according to the practice 
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prevailing in the school (Sampradaya) or tradition to which the author owed 
allegiance. 


The author does not fail to make a passing reference to two other parts 
of a Pravandha, namely, (a; Melapaka and (b) Antara. The Melapaka 
part had, he says, ceased to be in vogue and the Antara part used to be placed 
in between the Dhruva and Abhoga parts of the Roopaka compositions of the 
salagasooda class and was not used in the Shuddhagceta. He observes that this 
Antara part had also gone out of use in the musical practice of his days. 


This Antara part, it may be mentioned here, is the second part of a 
Kheyal composition (of our days) coming after the Sthayee, i. e. the Dhruva of 
the former days. 


The next constituent of a Pravandha or Shuddhageeta is Anga. Tradi- 
tionally a Pravandha could have two to six Angas or limbs, namely, (1) Pada 
(2) Viruda (3) Tala (5) Swara (5) Pata and (6) Tenaka which respecti- 
vely mean (1) Meaningful words (2) Words expressing eulogy of the hero of 
the Pravandha (3) Time-measure (4) Solfa passages (5) Words imitating the 
sound of musical instruments like Vina and Pakhauj (wooden percussion instru- 
ment) and (6) Auspicious expressions like ‘tena’. Our author argues that 
according to the modern (his contemporary) conception, time-measuz® being 
an integral part of Nivaddha Geeta, it need not be regarded as a separate 
entity. Pada and Vimda can be treated as only one limb and can be termed 
Vakya. So a Vakya having Guna, Alanakara and Rasa really deserves to be 
treated as a limb.2# 


“ସର୍ଚୟସୀସୀ ମି ଥୁ ସ୍ତ ମହୀ ଝଧ 

ସୁଷମ ଷମ ସା ସସ: | ଗୀ ଏ Ee 

ଙ୍ଖ । ଏଙକ ମୀ ଅଧକ । ମଧଷଙ ଅମ କ୍ୟ । 
ମୀ କମ୍‌କୁ ମୀଷସୀ ସପ କୀ ଅଥ । 
TMU faafagan |” 
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Hence, (1  Vakya (2) Swara (3) Pata and (4) Tenaka-these four aspects 
of a Pravandha were advocated by the then ‘modernists’ like Krishnadasa 
Bodojena Mahapatra whose arguments in this connection appear to be cogent. 
Even then, he was vehmently criticised by Haladhara Misra, the author of 
Sangita Kealpalatika (C. 1635 A.D.), who appears to have been a stickler for 
the traditional view, regardless of the trend of 16th- 17th Century music. This 
trend, it appears, rightly inclined towards the melodic ‘Content’ of music by 
making it less and less complex in its outer ‘form’ of composition, One comes 
across so many such complexities in the Pravandhas described in Someswara’s 
Manasollasa, Nanyadeva’s Bharatabhasyam, Sarngadeva’s Sangeetaratnakara, 
Rana Kumbha’s Sangeetaraj etc. that the most vital aspect of Indian music, 
namely, melody would seem to be under secrifice in those Pravandhas for 
the sake of formal variety compositions. The trend to simplify the form of 
compositions is farther discernible in our author’s treatment of the question of 
variety in Pravandba compositions. In stead of describing the varieties, 
innumerable asthey could be, he only makes a passing reference to the 
subject, names only a few of them and gives the definition and short description 
(Laksana) of only two, namely, Matrika and Swarartha Pravandhas. 


It may be mentioned here that the Matrika Pravandha evolved variously 
in Orissa and was known as ‘Choutisha’ on account of the placing of the 
344°Consonants of the Oriya alphabet consecutively at the beginning of each 
Stanza or hemi-stitches thereof. 


The author then mentions the other manner of classifying Vravandhas 
as Niyukta or Niryukta and Aniyukta or Aniryukta; and presents the readers a 
pravandha composed by himself. It consists, according to him of two Anges, 
namely, Vakya and Pata, beginning with the latter and therefore named 
Patadi Pravandha. He observes in this context that while it would deserve 
classification as ‘Deepanee’ under the old view, he himself would classify it as 
‘Taravali’. 


It is curious that the Baveds ho Ceowrnrtissh as well as 


Sangeetanarayana probably rotor fa his 
so designated in the two Orissa Hass. SB Nest Cae Sr Sf NL Rig Based. 
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The author closes the chapter by quoting the definition of compositions 
going by the name ‘Sooda pravandha. He observes in this conection that it 
consists of only one Anga; namely, Vakya but :s still known as a ‘Pravandha’ 
due only to ‘Upachara’ or usage, because a pravandha must have at least two 
Angas to justify its name. 


CHAPTER-II 


This chapter of the G.P. deals with the second class of Nivaddha geeta, 
namely, Chhayalaga or Salaga Geeta or Salagasooda which is defined as— 


aୀaT ମଷ୍ୀfzT qa 4rerferfgeT af 
ପୁ: ହଟ; ଧମ ଙTnfaa Ae: | 


Although treatiscs like the S. R. say that the sonoda geeta employs seven 
talas consecutively, the Orissan treatises subscribe to the view that it should 
employ at least nine, namely, (1) Adi, (2) Yati. (3) Nissari, (4) Mantha, 
(5) Jhampaka, (6) Tripata, (7) Adi, (8) Roopaka and, lastly, (9) Ekatala. 
Other authorities would go two steps further and would add two more talas 
namely, Kudukka and Upadda while our author would like to add yet another 
named Simhanandana which, according to him, was widely in vogue. 

Here again he makes a valuable observation that although the music 
treatises make mention of an extremely large number of time-measures, 
(running beyond one hundred}, he himself has, he says, defined and illustrated 
in compositions only the time-measures named above, not only for the sake of 
brevity but also, because others had become ‘Aprasiddha’ i.e. obsolete. 


The compositions cited serially by the author for the purpose of illu- 
strating and exhibiting the characteristics and rhythmic beauty of the different 
time-measures are undoubtedly the product cf his own poetic and musical 
acumen, proving beyond a shadow of doubt that he was a redoubtable and 
deft composer of his days. He amply justifics, by these compositions in bar. skrit 
and Apabhransa languages, the high praise bestowed on Him by Abul Faz, the 
contemporary court historian of the Great Mogul Emperor Akbar. 
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Before giving the illustrative songs; the author has tried to explain, in 
each case, the essential technical aspects of each time-measure, its constituents 
such as the Virama, Druta, Laghu, Guru, Pluta etc., matra, the sound-based 
(uxEg) and silent (fa:me% or TsTEla) ways of expressing the rhythm involved 
in the time-measure, the Dhruvalaksana and Mantha-laksana of a composition, 
the cycle or Avarta of each tala, the pause (yati), the parts (Khandas), the 
matra-values of each and so on. 


‘Ihe author makes another interesting observation regarding the order 
in which the aforesaid time-measures were to be employed in the Solaga-snoda 
composition. The traditional order was Adi, yati, Nissari etc. ending in 
Ekatali but the ‘modernists’ of his days sacrificed rigidity in that order and 
would be satisfied if only the composition began with Aditala and closed with 
Ekatali, the middle order being left to the composer’s discretion. 


In short, our author bas touched and elucidated all that is necessary 
for a successful Salaga-sooda composition and has himself composed songs in 
Sanskrit, employing meters which, in most cases, pronounce the rhythmic 
beauty and characteristics of the time~measures concerned. 


~ ™ Let us take one or two concrete examples. The Aditala, according 
to him, consists of one ‘Laghu’ which may, for the sake of comprehension be 
represented by 4, its halt i. ec. Druta and its quarter i e. Virama being repre- 
sented by 2 and 1 respectively. Thus we may understand Aditala to be 
moving in divisions of 4 beats each. Our author’s composition to illustrate this 
Aditala is — 


ଞଷ କ୍ଷ ଙ୍ବ ୮୫ଙ୍ଏଖସ୍ଫ 
ହଏର୪ଞ୍ଷମ ମମବ୍ଞମ ଓ¶- + + +. ଓ + etc. 


The meter employed here automatically moves in divisions of four as 
follows— 


ଖଷ ଞଷ | ସ¬ଞୁଏ | ନ-କୁଏ | ସମସ । 
ଷଷ୍ଷ- | ଞ୍ଜଖ ସି | ଏଞ୍ଷସ | ଖା ++ + + + + 4 etc. 
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The last letter of the composition is a meaningless heavy syllable 
admitting extension up to 4 matras for the sake of employment of purely 
musical notes in the form of what is known as ‘tana’. 


Again, for illustrating the Jhampaka tala, which, according to his 
experienced feeling, should consist of two Drutas and one Virama, represented 
respectively by 2-}-2 and 1, totalling 5, the author has given the composition— 


Hare agate araasig Tse 
ମାୀଏଗମସସସର୍ମ Tq" | etc. 


The meter employed here automatically moves in measures or divisions 
of 5, namely— 


ଖୀ୍ଷୀଷ୍ | ସକ | 
ମ୍ଭ | ଞ୍ୀ-ଷ- ¬ | 
ସୀ-ଏଷ୍ସମ [| ସମ ଧମ | 
ଶୀ | ସୁଖ - | tc. 


The last letter of each line being a heavy syllable of two matras, leaves 
a gap of one matra for providing scope to swara elaboration. ନ 


The other illstrative pieces composed by him also stand the test of 
compatibility of meter and time-measure to the best possible extent, 


Thus our author has faithfully preserved the tradition of faultless end 
fine compositions pioneered by Jayadeva, the immortal poet-composer of 
Orissa of the middle of the 12th century A. D. 


CHAPTER-III 


This chapter deals with Ksudrageeta, the third class of Nivaddha geetas. 
The word Ksudra literally means ‘smell’ but in musical parlance of the 16th 
century it meant a composition possessing a small part of the characteristics of 
Salagasooda Geeta. Our author’s clarification in this respect is 
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“ସଙମିକଙ୍କ୍‌ ଷୁମମଷୟ | ପସ ଜଙ୍ଷକୁସୀ ଖୀ: । ଅଧମ ମୁତ ୍- 
faaqnlsaxarafzaqrafaamsfy atari: 1” 


Thus this class of geeta consists of Dhatus and talas only. The rules 
and conditions relating to Dhruva and Mantha as well as those relating to the 


number of syllables and matras governing a Salagasooda gceta are not expected 
in the Ksudrageetas. 


The Ksudrageetas are of four types, namely, (1) Chitrapada (2) Chitra- 
kala (3) Dhruvapada and (4) Panchali. In addition to these four, there 
could be other songs which do not strictly conform to any single type by 
reason of possessing the features of a hybrid nature. 


Chitrapada : This type of Ksudrageeta has variety so far as its ‘padas’ are 


concerned but its Dhatus are not very different from one another. The sense 
of variety to the verbal structure is imparted by soft alliterations particularly 
by the end-rhyme. In short, verbal sweetness rather than tonal variety is the 
dominant trait of Chitrapada. The author has cited the following song from 
Jagannathballabha play, composed by the great Sanskrit poet and spiritual 
savant Raya Ramananda, as an example of this class of Ksudrageeta— 


କ୍ଷ ମ୍ମ ନଙ ଙ୍କ ପୀମ୍ସ । 
ug wfma genmeaafian 11 etc. 


Chitrakala is the next type of Ksudrageeta. It owes its name to the 


remarkable variety contained in its Kalas or parts. The Dhruva or the refrain 
part of Chitrakala geetas consists of less number of matras than the other parts 
which however are of equal metrical length. The number of stanzas in a 
Chitrakala type of song may be from three to eight. 


As examples of this type. the author has cited one of his own Brajaboli 
compositions and another in Sanskrit composed probably by Shreedhara 


Dharmapuri. He has observed that the latter contains characteristics of both 
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Chitrapada and Chitrakala types and could be treated as one of the Samkara 
(hybrid) type. His own Brajaboli composition has been presented as an 
example strictly of the hybrid type. The author comments that a large number 
of Geetas found in the Geetagovinda of Mahakavi Jayadeva can be cited 2s 
examples of the mixed type. 


Dhruvapada is the third type of Ksudrageeta and is of two types. One 
type has only two stunzas, one stanza serving as Dhruva and the other as 
Abhoga, to be sung in a different ‘Dhatu’ which expression, according to the 
author, means a special kind of ‘tana’ i. €. melodic figuree The author also 
comments that this type of Dhruvapada composition is known as Chutkala! 
and that the Paschatya? geetas are its well-known examples. 


The second type of Dhruvapada geeta is said to have 3-stanzas so as to 
serve respectively as Udgraha, Dhruva and Abhoga Dhatus of the song. The 
author illustrates this type of Dhruvapada by another song composed by himself 
in Brajaboli dialect. 


An interesting remark made by him in connection with both types of 
Dhruvapada is that the word ‘Dhatu’ occuring in the hemi-stitch 


CC 
- 


ସର୍ତ ମୀଞ୍ଞୀ ନଷସଷୀପ୍ରସଙ୍ଷଂ ୩? 


is used in the sense of a special type of ‘tana’ —igxa atafazia: are his exact 


words. 


1. The word seems to be a corruption of Chitrakala. According to Abul Fazl, 
the Court historian of Akbar, the great, ‘Chutkala’ songs were prevalent in 
Agra, Jaunpur etc. in northern India. 


2. ‘Paschatya’= Western. By Paschatya geeta, our author means what is statcd 
by Abul Fazl. The parts near about Agra; Jaunpur etc. are referred to in 
Orissa as Paschima or Paschatya.- So the author, a resident of Orissa, used 
the word in that sense. 
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In the 4th Chapter of the G. P. dealing with ‘Geetaguna’ also occurs the 
word ‘Dhatu’ in the hemistitch 


ସଖଜୀର୍ଜଷ୍ସସଷସ ହମ IRTe. 


Here also the author comments, 
ଆଥୁଏଗ ସମ ପdaTafaTq: ! ଖନ g— 


ସଙ୍ଗୀ ଅଖ ୩ ଜ୍ସଷ୍ଷୀଷଙ । 
in Chapter-I also we had come across the word Dhatu— 


“ନସ ଆସ ପସ | ଅସ୍ଟଷୀମୀତ୍ଙ ଷୀପପ ପୀଞୁ୍ ।” 
It is evident that the word Dhatu carries different meanings according 

to its context. The word has been used in yet another sense in B. N.S. 
(Vide Adhyaya 29 Slokas 50-51, Baroda Edition). It has been explained by 
Abhinavagupta as— 

“ଷ୍ଟ ନଷ୍ଧ ସୁଧୀ ଜେ କା ଖସ ପୀ ସା 

aoataqeacmfd ada: | meTfaataeaT a: |” 

{Vide ibd—Page 95) 


In short, the word here means the notes produced by special or peculiar 
types of strokes on the Vina strings. 


The author, we are afraid, has not lucidly explained what he means by 
atafszi4: and eataearadtafazid: but the word atg in the expressions fumutg 
and ଆସମ appears simply to mean the 4&1: i.c. the notes that are 
sung. Of course, thanks to the author, he has given tbe alternate interpretion 
with the word, 33 g and has quoted aT=ugt<ud TU urgfaftad which helps 
us to arrrive at the real implication of the word ‘Dhatu’ in the hemistitch. It 
simply means that the stanza other than the Dbruva or refrain should be sung 
with notes other than those used in the refrain part. 


The last type of Ksudrageeta is Panchali which, according to Hari 
Nayaka, is derivable from the word ‘Pancha’ in the sense of extensive number 


of stanzas. 
“srfafaeoracat 93a: Mer HA” 
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So Panchaliis the type of Ksudrageeta having an extensive number of 
stanzas. This type, too, has two subdivisions, namely, Hat and 3ffat according 
to the presence in it or absence from it of the Mhruva or the refrain. The 
author has preferred not to illustrate this type with any of his or others com- 
position as there were, according to him, well-known specimens thereof, such as 
Krishnavizaya, Valacharita etc. He las also mentioned that Dhruva was 
commonly known as ‘Ghosa’ (in Orissa). Before closing the chapter the author 
remarks that several hybrid types of K sudrageeta are possible by blending the 
different types described by him. 


The author’s last. important comment regarding Ksudrageeta is that 
barring (1) Adi (2) Nissari and (3) Mantha, all‘ other time-measures used 
in Salagasooda songs could also be used in Ksudrageetas. 


poles 


CHAPTER - TV 


The Geetagunas i. ec. qualities that contribute to the charm of Geetas 
form the subject-matter of the author’s discourse in this chapter, The cmalities 
mentioned by him with comments where necessary ere as follows — 


(1) Variety with regard to laya (tempo), Y ati (pause) etc. of time-measure 
(2) Use of different kinds of gamaka (grace) 
(3) Lucidity of Matu (the verbal structure) of the geeta 


(4) Attractive elaboration of the Raga in which the Geeta is sung. 


(5) Recurring novelty in Dhatu (the melodic structure) which, according 
to the author, should be understood in this context as a special well- 
known ‘tana’ (expansion of the melody by a set of closely knit 
notes in a faster tempo). 
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(6) Avoidance of repetetions except in respect of the permitted dhatu 
{ for instance the dhruva or the refrain which has to be repeated 
often ). 


(7) Adoption of various novel ways in the order of placing or singing 
tenna (auspicious words), pata (rhythmic mnemonics) and Swara 
(solfa passages known as Sargam in Hindustani system of music), the 
tenna being performed only after pata 2nd swara. 


(8) Use of Vakyas (sentences) possessing guna; alamkara and rasa, this 
being the vitally necessary part of a geeta. Obviously this isa 
guidance for the compuser and not for the singer. 


We may observe here that the succeeding generations of Oriya poets 
and composers have tried to keep up these ideals in their compositions as far 
as possible. The practical performers of Orissa, however have not been able 
to maintain the glorious ancient tradition on account of circumstances beyond 
their control. The weakness of the present-day Orissi singers in respect of 
melodic improvisation is too conspicuous to escape the ears of the connoisseur. 
It is a sad contrast of Orissa’s great past. 

a The author cluses the chapter after elucidating the following technical 
aspects connected with the actual pc: formance— 


(1) Laya (tempo or time) which may be Vilamvita (slow) Madhya 
(medium) or Druta (fast). He records, in this connection, the view of those 
who would favour application of particular tempos in particular time-measures, 
such as, slow tempo in the time-measure named yati etc. and fast tempo in 
the time-measure named Triputa etc. This view with all its implication has 
been recorded in Sangeetanarayana in-the following verses— 

fag qgaS ୩୩ ୩ ଙୃଷ: । 
ଖୀ ୁଞ୍କାଷୀଣ ସଦା ଷୋ ମର୍ଷୀଷ୍ । ୨୯୯ ।। 
ଷଏଙକଂ ସୀସ୍ୁଗୀ ଞ ସତୀ କପ ମସ: । 


( Vide Page 74) 
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According to this, the distribution of time-measures under the three 
different tempos would be— 


Fast—1. Triputa, 2. Upadda, 3. Mantha, 4. Ekatali, 5. Jhampa,; 
Medinm—l. Adi, 2. Kudukka, 3. Nissari. 
Slow—1. Roopaks, 2. Adda, 3. Yati. 


Our author has also recorded the other view which favours freedom 
of application of any tempo in any time-measure. The author himself has 
kept silent on this point. 


(2) Yati—The three kinds of yati i.e. the order of application of tempo 
ure ‘a) Sama, where the same tempo is maintained from the beginning to the 
end of singing a song, (b) Srotobaha, where the singing starts in the 
slow tempo, adopts the medium tempo towards the middle and the fast 
towards the closing part and (c) Gopuchhika which is the reverse of Srotobaha 
ie. where the order of tempo is fast, medium and slow respectively in the 
initial, intermediate and closing stages of singing. 


(3) Graha— The manner of co-ordinating the verbal aspect of the 
composition with the rhythmic aspect so that borh can meer artistically at a 
certain point and start moving in cycles. This, technicallly, may be uncer- 
stood as the process of synconation. 


The graha is also of 3 kinds, namely— 

(a) ‘Anagata—when singing (or playing) the composition begins slightly 
before the beat of rhythm; 

(b) Sama—when the timing of the song and that of the rhythm start 
together, and, 

(c) Ateeta—when singing (or playing the composition starts slightly 
after the commencement of the beat. 


The implication of graha can very well be understood through the 
anelogy of a running race. The start-gun is fired and the runner starts 
running simultaneously with the boom. The Sama graha is just the same. 
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If the gun is fired and the runner starts and a second or two after that, we 
compare it to Atita graha aiw.d the reverse of this to Anagata graha. This aspect 
is technically known as syncopation. 


Our author has explained the matter with examples taken from the 
compositions of Gandharvaraya, his son Nimai and of Sangeetaraya all of whom 
must have been reputed musicians of Orissa of those lamented days when the 
culture of music was a prestigious pastime, profession or aesthetic guest of the 
people of Utkal —the land of Kala or the fine-arts. 


(+) Mana—T he peculiar steps of rhythm and sound that are exhibited 
i.e. the percussion instrument so as to mark the close of the time-measure cycle 
are known as Mana. In current practice, the Mana i.e. Hindustani system ends 
exactly on the first beat of the time-measure cycle which must terminates in 
the Dhruva (Sthayee) or refrain. But it appears from the observations made 
and the quotation given by our author that the later medieval practice of 
applying the closure gave recognition to alternative methods. 


Firstly, if the mana could end on and coincide with the second ‘Kala’ 
(part or division) of the refrain it was known as Vardhamana and if it did so 
in thestast part of the refrain it was known as Heeyamana. 

(5) Gamaka (graces or oscillations)—Fifteen kinds of these have been 


given wiih their characteristics. 


plea 
CHAPTER - V & VI 


Chapter-V of G. P. has been devoted to the definition and description 
of Ragas and Chapter-V1 to Jati Swara, Grama and Shruti. The two chapters 
have been respectively named Raganirnaya and: Swaranirnaya. It is con- 
venient to summarise firstly Chapter-V1. 
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(4) Shruties and swaras— There are twenty two Nadis (probably 
minute vein-like things) in the heart, throat and head of human beings. 
Through the impact of wind travelling upward from the navel, twenty two 


audible sounds or Shrutices are produced. Each of these sounds is higher in 
pitch than its preceding one. 


They are respectively low (mandra) medium 
(madhya) and high (tara) 


in the heart, throat and head (palate) Sound (nada) is 


also produced in the navel and the mouth. Such sounds are respectively 
extremely mild and artificial. 


The shruties can be demonstrated and experienced through instruments 
like the Vina but can herdiy be expressed in the throat which gets befouled 
due to phlegm. The swaras (musical notes) Sadja (do), Risabha (rel; Gandhara 
(me), Madhyama (fa), Panchama (sol), Dhaivata (La) and Nisada (Si) are born 
out of the Shrutics They are also known as Sa, Ri, Ga, Ma, Pa, Dha and Ni. 
They respectively occupy 4, 3, 2, 4, 4, 3 and 2-_ Shruties and have their seats 
on the last of their respective Shruties. They have three places, namely low, 
iniddle and high and are always qualified by the Shruties. They have their 
own capacity to please or colour the imind of the listener. 


On the basis of their mutual relationship and the part played in creating 
aesthetic joy through Ragas. the above seven swaras can be classified either as 
Vadi (Sonant), Samvadi (consonant), Anuvadi (assonant) or Vivadi (discordant) 
The swara that is most frequently used in a Swara-composition and plays tne 
most important’ role in establishing or stabilising the spirit or mood of a Raga 
is known as Vadi, The Swara that has same number of Shruties as the Vadi 
is known as Samvadi with the exception that despite satisfying this condition 
Ma and Pa can not have Vadi-Samv..di relationship. As regards Vivadi 
Swaras there are divergent views According to one school of opinion Ga and 
Ni are Vivadies of all other swaras while the other school of opinion Ga is the 
Vivadi of Ri while Ni is the Vivadi of Dha. According to another school, Ri 
is the Vivadi of Ga while Dha is the Vivadi of Ni. Swaras that are neither 
Vadi nor Samvadi nor Vivadi are Anuvadies. Vadi is the king of swaras used 
in a Rage, Samvadi is the minister and the Vivadics are enemies of the Vadi. 
The Anuvadies are the followers of the king as well as ihe minister. While the 
Vadi Swara establishes’ the Raga, the Samvadi reinforces it. Hence thelr 


Digitized by srujanika@gmail.com 


{ 35 ) 


relationship is conceived of as that betwcen a king and his minister. ‘The 


Anuvadies are almost neutral or at best passively support the Vadi and 
Samvadi swaras. 


We will have a few more words to say our author’s treatment of the 
relationship of swaras after we finish discussing the Gramas (basic scales). 
But one thing which appears to be an omission on the part of our author is his 
complete silenee on the two swaras Antara Gendhar and Kvkali iviseda which 
no musicologist can afford to neglect. 


Grama :—In common parlance a Grama means a village where pcople 
live in dwelling houses set up at certain distance from one another. A Grama 
in music is an arrangement or placing of swaras at a fixed distance from one 
another, the distance being reckoned in terms of the relevant number of 
Shruties. These shruties, as we have seen, are sounds, each higher than its 
preceding one. So win it is suiu that a certain swara 1s at a distance of four 
shruties apart from another, it amounts to saying that one is higher (in pitch) 
by four shruuies. 


In a Grama the swaras are deemed to have their lccation at intervals 
of axfbxed number of shruties. It is generally mentioned in the ancient and 
medieval music works that Sa, Re, Ga, Ma, Pa, l)ha and Ni have intervals ° 
respectively of 4, 3, 2, 4, 4, 3 and 2 shruties. This amounts to saying that 
Sa has a position which is 4 shruties apart from or higher than the position of 
Ni; Re‘ has a positon which is 3 shruties apart from or higher than the position 
of Sa and so on. If the seven Swaras from Sa to Ni have their positions as 
shown above, the arrangement in its entirety is known as Sadja Grama or the 
basic Scale of Sa. whe name Sadja Grama indicates that Sa is the first 
“dweller” of the Grama—the village consisting of the dwelling—houses of the 
seven swaras. 


Now can we not conceive of any other arrangement of placing the 
swaras—at distances other than in the order of 4, 3, 2, 4, 4, 3 and 2 shruties 


apart ? For example, can we not place the Swaras at distances of 4, 2, 3, 3, 4, 4,- 
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and 2 Shruties apart and call it a Grama ? The answer may be ‘yes’, but 
that will be a Grama or village of Swaras lacking consonant or sweet relation- 
ship between the Swaras as pi evailed in the Sadja Grama. Why so ? Because 
the first swara of a Grama must have consonance with either the 4th or the 5th 
Swara placed after it. Consonance comes when two Swaras stand at a distance 
either of 9 shruties or 13 ~iiruties apart. It is an eternal, accrestic truth. 


Now let us take the Sadja Grama where, as we have secn, the 7 Swaras 
from Sa to Ni stand at in‘ ervals of shruties as shown in the diagram below : 


(4) Sa 3 Re 2 Ga 4 Ma 4 Pa 3 Dha 2 Ni (4 Higher Sa) Scrutiny wall 
show that the first ‘or Jeading swara Sa here has a note Ma which is at a 
distance of 34+-24-4=9 Shruties apart from itself. In addivion, Sa has another 
note Pa which is at a distance of 34-24-4--4= 13 Shruties apart from itself. 
So, this Grama or village of Swaras has two dwellers having cordial relation- 
ship with Sa, Hence this can be taken as a happy Grama where the dwellers 
have been placed bappily with both the 4th and 5th notes counted from Sa 
having consonance with it. 


The definition of a Grama as adopted in G. P. is— 
ସ୍‌ସଏ୮ ସୁଷ୍ଷୀସୀ ପଷ୍ପଷ୍ ସୀ ସୁଖେ? 


The entire cluster of notes placed at proper intervals and taken together 
is known as a Grama. 


Now let us look at the following cluster of seven notes placed at Shruti- 
intervals suggested earlier for the purpose of analysis— 


(B) Sa 2 Re 3 Ga 3 Ma 4 Pa 4 Dha 2 Ni (4 Higher Sa). Here the 4th 
note and the 5th note Ma and Pa respectively are at distances of 2-3-3 = 8 
Shruies and 25-34-3-4-4= 12 Shruties apart from Sa. Hence both lack conso- 
nant relationship with Sa, the first and the leading note. Again, barring, Ga 
and the 4th note counted from it i. e. Ni which stand 13 Shruties apart 
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and have consonance between themselves, no other pair of notes has conso- 
nance between its members. Hence this cannot be a Grama When the notes 
are sung, the result will be discord, dissonance and noise in the garb of music. 
On the other hand the Sadja Grama when analysed will reveal further consonant 
relationship between other notes than between Sa and Ma as well as Sa and 
Pa which we have already seen. 


So this Sadjagrama was the fundamental and the most favoured basic 
scale of Indian music in the ancient period of its existence and also during the 
medieval period. 


Let us now say the few more words which we reserved earlier about the 
Samvadi relationship between two nates. 


Our author says that Swaras except Ma and’ Pa having equal number of 
Shruties are Samvadies to one another. Now a glance at the Sadja Grama 
[Diagram (A) above] will show that Ma and Ni do not have equal number of 
Shruties, the former having 4 and the latter, 2. Yet, they are Samvadies to 
each other because they have, between them, an interval of (4434-2) =9 
Shruties. So the Bharatanatyashastra Says 


ସଦଶ ମଖଖପୀଙ୍ମଙ୍ ଅନ ଖନନ ଖଶକମୀ ।? 
B. N. S. (M.M.) Chapter-28, Page-3. 


But it is inscrutable how Matanga, the author of Brihaddesi, the next 
great music treatise after the B. N. S., imposed the additional] condition of equal 
number of Shruties for two notes to be consonant to each other. ୪ଁଷୀଞ୍ଞଷ ga: 
ଶଷସ୍ବୟଷଙ୍କଷ ଞଷ ସଫୀଙ୍ଷମସୀଳସ୍ସସadqlg sat: — these are the words of Matanga 
(Brihaddesi Page-14) 

For the purpose of understanding Indian music, the above-quoted 


sentence of Bharatanatyashastra is of immense importance. 


Now let us turn our attention to Madhyama Grama, the second basic 
scale of ancient Indian music, mentioned by almost all the later musicologists 
even after the Grama had become obsolete centuries ago. 


Digitized by srujanika@gmail.com 


qansa faa ୟୁ ! 
ଷ୍ଷ୍‌ ସୀଳଷ ମାପ ଆଶ: ପେଡ || 


This is the definition of Madhyama Grama quoted by our author. It 
means that when the Swara Pa stands on its penultimate Shruti instead of 
standing its normal position then the arrangement of notes so formed is known 
as Medhyamagrama. The following diagrams will show the position of Swaras 
in this scale as well as the scale of ‘Sa i. €. Sadjagrame. 


Madhyamagrama—Ma 3 Pa 4 Dha 2 Ni 4 Sa 3 Ri 2 Ga (4 Ma) 
Sadjagrama Sa 3 Ri 2 Ga 4 Ma 4 Pa 3 Dha 2 Ni (4 Sa) 


Our author has left nothing more for the readers for a clear under- 
standing of the two Gramas, except quoting the Sloka given above. He has 
not shown the distance at which the 2° Shruties stand from one another nor 
has he given any clue as to how the Panchama note of the Madhyamagrama 
can be placed on its penultimate i. e. the 3rd Shrutie He has remained 
completely silent on the two important notes Antara Gandhara and Kakah 
Nisada. He has not spoken anything about the Saranachatustayi i.e. the four 
processes by which alone the value of Shruties in the Sadjagrama and their 
positions therein can be determined whereafter, and on no account before that 
only, can the Madhyamagrama be formed. He has not shown which of the 
Swaras are Samvadies therein. 


From these ambiguities, one may conciude that cither the author himself 
lacked the experience of gramas or presumed his readers to be in possession 
of all the knowledge in respect of the Gramas. One may however, without 
the Jeast fear of being called a cynic or a doubting Thomas, think that the 
ancient system of Gramas had gone into disuse either due to the impact of the 
mela system, infiltrated into the domain of Indian music by the Muslims 
through the connivance of help!ess Indian musicians sheltered in the courts of 
the Sultans and Nawabs or that the Grama system had lost its utility on account 
of invention and use of fretted musical instruments. As a consequence of 
this the Gramas and Moorchhanas of ancient Indian music by which the old 
Ragas had been determined, defined and described had become unintelligible 
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by the 16th Century or had become the esoteric inheritance of a limited circle. 
It is not improbable, therefore, that our author Krishnadasa, being a product 
of decadence, did not himself possess adequate knowledge in respect of Grama; 
Moorchhana, Shruti etc. so as to impart it to his readers or it may be that his 
main object being the analysis and exposition of Geetas, he preferred to be 
laconic on other topics. 

Be it as it may, a clear knowledge of the Gramas is vitally necessary for 
a proper appreciation or comprehension of the Ragas described in Chapter-V 
of the G. P. Hence, we shall very briefly show certain traits of the Gramas. 
The two Gramas—Sadjagrama and Madhyamagrama - are again shown below 


diagrammatically— 


Sadjagrama— Sa 3 Re 2 Ga 4 Ma 4 Pa 3 Dha 2 Ni (4 Sa) 
Madhyamagrama—Ma 3 Pa 4 Dha 2 Ni 4 Sa 3 Re 2 Ga (4 Ma) 


It can easily be seen that it 1s only the 3rd note Dha of the Madhyama- 
grama that really differentiates the Grama from the Sadjagrama. Whereas the 
3rd note of the Sadjagrama stands 2 Shruties after i. e. above Re, {the second 
note of the Sadjazrama) the 3rd note of the Madhyamagrama stands 4 Shruties 
after i.e. above Pa (the second note of the Madhyamagrama). If this 3rd note is 
eliminated from either Gramas and the other notes i,c. Ma, Pa, Ni, Sa, Re, Ga 
of the> Madhyamagrama and Sa Re, Ma, Pa, Dha, Ni of the Sadjagrama are 
played successively, the two sets of notes will hardly create any difference in 
auditory effect. This is so because the notes owe their character almost solely 
to the intervals of height between themselves and duc to their height from the 
tonic. 

Again, if the intervals between the Swaras of the Madhyamagrama are 
kept in tact and the Swaras are made to adopt the names of the Sadjagrame.- 
Swaras, then Ma, Pa, Dha, Ni, Sa, Re and Ga will become Sa, Rc, Antara Ga, 
Ma, Pa, Dha and Ni of the Sadjagrama. The third note of the Madhyama- 
grama being 4 Shruties higher than its preceding note ( and not 2 Shruties 
higher like the 3rd note of the Sadjagrama ). it will need to be distinguished 
by a different name i. e. Antara ‘Ga. But for this 3rd note Antara Ga, no 
difference could be felt between the original Sadjagrama and this adopted or 


assumed Sadjagrama. 
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One more thing however will be remarkable; namely, whereas there 
was consonance (interval of 13 Shruties)-Samvad-between the 3rd note-Ga and 
the 7th note-N;i of the original Sadjagrama, there is no such Samvad between 
the Antara Ga and Ni of this assumed Sadjagrama because Antara Ga being 
two Shruties further up from the original Ga, the original interval of 13 
Shruties has now been proportionately diminished and has become an interval 
of 11 Shruties. If we try to re-establish the original relation between the 3rd 
and the 7th notes then we shall have to up grade the present position of Ni by 
2 Shruties. If we do so, the Ni will be proportionately higher in pitch, will be 
another Ni and will need to be distinguished by a new . name. That will be 
the Kakali Ni of ancient Indian music. 


It is important to remember in this connection that in the ancient 
system of music, all the ‘Jaties’ (i. e. the sophisticated compositions) could not 
be played or sung within the ambit of any single Grama. Some Jatiss the Sadji, 
Arsabhi, Dhaivati Sadjakaisaki etc. required the use of notes of the Sadjagrama 
while others like Gandhari, Madhyama, Nandayanti etc, required to be played 
or sung in the Madhyamagrama.* So the Vinas required frequent alteration of 
tuning i. e. from Sadjagrama to Madhyamagrama and vice versa. But necessity 
being the mother of invention, the secret of converting one Grama to another 
was found. It is nicely expressed in the following verses of Dattila — 

୩୩୩୯ ପଷ୍ସୀଙ୍କଷୀଙ୍କ ମଷ୍ୁଷ୍ଡଙ୍କଷଣଙ୍କ ସଙ । 
ଷଙ୍ଷନଷ୍ଷଣାୟ ୮ସଙୀଙଫସ୍‌ ଅଧମ ଖଷୀଙ୍‌ ୧6 
ଷ୍ୀ୍ଙ୍କ ଗଧ ୩ଙୁଆୀଶ୍ ଷ୍ୁଂସସୀ । 
ସୀ ଖୀଷୀଖଷଞଞଚିଷ ଷଷଷଆଷ୪ ସୀ 1୨% 
ଅନଷଝୁଷୀଏଙ୍କର୍ଷ ଷଣ ଘଷଷୟ ¦ 

ରସ ଷେଷୀସ2 ଷୀଷମ୍‌ କଙୁଞଷୁଞ ସୀ 1 ୧୍ଆ। 


In short if the Ga of Sadjagrama is raised by two Shruties it can become 
the Dha of madhyamagrama and if the other notes are allowed to remain as 


¥ For details vide B. N. S. Chapter 28/52-53 (Baroda). 
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and where they are we get the Madhyamagrama. Likewise, if the Dha of 
Madhyamagrema is lowered by two Shruties it can become the Ga of Sadja- 
grama and if other notes remain status quo, we get the Sadjagrama. 


Unfortunately these small tricks became obscure after the 12th-13th 
centuries. The musicologists made mention of the Gramas, Murchhanas 
(plagal scales derived from the two basic scales), Shruties and Jaties etc. as a 
matter of routine or out of reverence for antiquity without perhaps knowing 
their full significance and practical use. 


Our author; it may be noted, has not mentioned the Moorchanas except 
in the line !— 


ମୁଚୁ ମୀଖୀସୀଙ୍ଷୟୀ୍ଝଷୀ ଏପ: 


He has just given the bare name of the 18 Jaties which, he ‘says, are the 
mothers of the Ragas. 


As regards the role of Swaras in the Ragas, he has given the traits of 
Grahaswara, Amsaswara (which is also the Vadiswara of the haga corcerned) 
and the Nyasaswara. 

° With these data, let us examine how Ragas have been dealt with by tl € 
author in Chapter-V of G. P. 


Our author begins his treatment of Ragas with a curt definition thereof 
with similar comments on the class of Ragas as follows— 


ଷ ଞafa fad a ITT exanfaT: | 
ଷୱୁଆୀ: ୩୪୩ ଷଙ୍ଙ ୩୪୦୮୪୯ ପି ଆଖୀ ।। 
ଥି ଅମିତ ଷଷ୍ଠ ଷଞ୍ଏଙ୍‌ୱସଷ: ଏତ: ।। 
aq: THER: | NTA: WERT: | ga: 4IERT: | 
Essentially the definition adopted by the author does not apf arently 
differ from those given by Matanga, the earliest of the known musicologists to 


have defined. Raga. At page 81 of his Brihaddesi one comes across two def- 
nitions offered by Matanga, namely; 
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(A) ଷ୍ଷମମଧମଷ ଖଷମଷଙ୍କିମ ଷ ଓମ: । 
ସ୍ଙଙ ଅମ ପ: କମ୍‌ ଷ ୯୩: ଅହସ ଷସୀ] |] କ୍ତ || 


ଖା gT— 


(B) ବାକ ଧମ ସବଥ ମଧ ମଧସ: 
ଞ୍ଜ କ୍ମମସସ୍ସୀ ଏ ସଗ ୨୪୩ ଓ୪ୁଅ: (1 ହ୍ଅହ ॥| 


But we come across another, too, namely, 


(C) ଷଵଗ  ଷମ୍ରେଙ ଙସମମଶଞ୍ନ ଗୀ ଓମ: । 
ଝଙଗ ସମ ଷୀଜଞର୍ସ ଷ ୩୩୩: ଷମ୍ସ: ଏପ ।। 


Definition (c) appears to be either the original version of (A) or an 
amended echo of it. The first supposition is based on the fact that it has been 
quoted by Kallinatha, the commentator of Sangitaratnakara, who has ascribed 
its authorship to Matanga. (Vide Page-2 Sangeetaratnakara, Vol. 11, Chapter- 
II) The other commentator Simhabhoopala has also quoted it but has ascribed 
its authorship to Sangeetasamayasarakara (vide Page-3-Ibid) but the Sangeeta- 
samayasara of Parswadeva in its I Trivandrum (1925 edition) goes without it. 
In view of the severely corrupt text of Matanga’s Brihaddesi in its I Tiivan- 
drum (;928 edition) and the agreement of the reading adopted by both the 


commentators of Sangeetaratnakara, we are inclined to take it as the original 
text of the Sloka. 


Needless to say, definition (c) restricts the application of the term Raga 
only to those compositions of Swaras which ‘colour’ the mind 1. e- evoke the 
aesthetic joy of ‘noble minds’ or intellectually advanced minds by different 
kinds of sounds consisting of Swaravarnas. ‘Varna’ here has been used in a 
technical sense, meaning melodie movement.‘T he action of singing’, according 
to the musicological definition, is Varna. 


Taf a୍ର qo + ରକ ଚନା 


S. R. I—6/1 
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Four kinds of Varnas or melodic movements have been recognised from 
ancient times in Indian music. Even the Bharatanatyashastra has done it— 


ଖସ ଞ ମସଙ୍ଷମ ଗସ] | 
ଖୀ ସୀଷଶ୍ୟ ଅର୍ଶ“ ଖୀ । 
ର୍ଷ ଅରଖ ଖା: 119211 
B N.S. (Baroda)—29 
So the Swara composition will have these 4 types of melodic movement 
namely, Arohi (ascending), Avarohi (descending), Sthayee (level or lingering 
on the same note) and Samcharee (wandering, which is movement involving 
all the other types i. e, Arohi, Avarohi and Sthayee). 
“Definition (A) of Raga has been perhaps echoed in the following defi- 
nition found in the Sangeetadamodara of Subhamkara, namely, 
ସିସ ସଞୀନ ଏଟି ସମ୍‌ ୟଆସପରୀସସୀ | 
ଖି ୩୩୮ ଏ କଟି tc. 
S, D. Page-34. 
According to this a Raga can colour the minds of all living brings of 
the three worlds and charm them. 
" But the practical definition of Raga has been given by Kallinatha, thz 
commentator of Sangeetaratnakara. He says, 


ଙ୍କ ୩ ୩୩ fhua’ 
S. R. Vol. II, Page 32. 
Kallinatha seems to have framed the above from the following 


utterances of the very ancient musicologist Kasyapa (who is quoted even by 
Matanga and by Kallinatha himself) — 


ଙ୍କ ଙସଟନଷୀସ: ୩୪୩୪୮ ଙସମୁ । 
ଖା  ଷ୍ଧଆୀ ଖସ ଞ୍ଏଟଷ୍ୀଷଷପୟ {| 
ଖୁ ଖୀ ସମୀପ ବାଞର୍ଗୀଷୀ ମଧ: । 
aaa: AasoaT fafuarneet: 1) 
Ibid—Page 33. 
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Thus a Raga must possess the followii.g ten traits besides employing the 
four kinds of melodic movement— 


1. Tt must have an Amsa Swera. This is also known as Vadi Swara-. 
This note serves as the main seat of the Raga which mostly emante€s 
from this note. It controls the limit of the ‘upward and downward 
movement of the Raga in the higher and lower octaves. It is the 
most frequently used note. All other notes are subservient to it. It 
may be taken in the sense of ‘tonic’. 

It must have & fixed. starting note or Graha swara. 
It must have a fixed closing note or Nyasa sSwWara. 


It must recognise some notes where it can rest temporarily. 


5. It may have some fixed note or notes which should be completely 
omitted or passed over with a slight touch. 


6. Tt must recognise certain notes which are to be used frequently. 
7. It must recognise a limit in its down-ward movement. 

8. It should also recognise a limit in its ascending movement. 

9. It should observe the rules of Sadavatva. 
10. It should observe the rules of Ouduvatva. 


The last two traits really belonged to Jaties because Sadava (hexatonic) 
and Ouduva (Pentatonic) Ragas were regarded later on as two separate classes 
as distinguished from the Sampoorna (Heptatonic) Ragas. Our author also 
recognised, as we have already seen, these three classes of Ragas. Besides 
these he has also recognised a class known as Samkeerna (mixed). The author 
has defined or described 23 Heptatonic Ragas, 12 hexatonic Ragas, 13 Penta- 
tonic Ragas and has pointed out the constituents or members of 10 mixed 
Ragas. 


Let us now take a Raga as described by our author. The first one to 
have been taken by him is the heptatonic Shreeraga which has been described 
as follows :— 
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ପୁ ମୀୱଷଙୀ ପେ ଖଫ୮୩ ସଧ୧୩୩୩: | 
qe arfaagead: qe aaTmaaTaAd: || 
ଖତ ଏଷ ଆ ଅମ ଅଖ ମସ: ।। 


UT: | 


The above description gives us the following information about 
Shreeraga (— 


1. Itisa Raga of the Sadjagrama. 
2. It is derived from Sadjijati. 


3. Being a Raga of the Sampoorna (heptatonic) class it can use all the 
seven notes of the basic scale. 


4. Sadja (Sa) is its Amsa swara as well as its graha (initial) swara and 
nyasa (closing) note. Thus the note Sa is most frequently used in 
this Raga and its most important note. 


5. The note Pa is very sparingy used in it. 
6. It is sung or played in the evening hours. 


7. Tt should be applied in the Veera (heroic) and Shringara (erotic) 
sentiments, 


The very first thing that may appear to us of the modern age as striking 
is the absence of the adjectives like Teevra (Sharp), Komala (flat) or Shuddha 
(unaltered) and Vikrita (altered) in specifying the notes that are used in Shree- 
raga. This requires a little explanation. 


In the ancient music system only seven principal notes were recognised. 
Of course two other intercalary notes namely Antara Ga and Kakali Ni were 
also used. Except Ga and Ni, no other note had any variant either in the 
form of its sharp or flat variation. But then was the arcient music going 
without sharp or flat sounds and was all music confined to the seven noimal 
and the two intercalary notes ? The answer to this isa ‘no’. Although not 
recognised by any separate name such as C- sharp or B- flat of modern times, 
the notes were in practical use. 
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It may he observed here that the Amsa swara or the tonic of a P aga 
determined its scale. Thus, 7 a Raga belongs to the Sadjagrama and its Amsa 
(tonic) swara is Ga, the scale (in the modern sense) would be — 


Ga 4 Ma 4 Pa 3 Dha 2 Ni 4 Sa 3 Re (2 Ga). 


It may be observed that 4th of this scale i. ec Dha is situated at an 
interval of 44-4-}-3 = 11 Shruties from the tonic Ga, although its normal position 
shows an interval of 9 Shruties. so the nuw heise is a sharp 4th and would 
resemble Ma teevra (sharp) in the normal scale starting from Sa. Similarly, 
the 3rd note Pa (which would be called ua in case the names of the notes of 
the normal scale of Sa were to be adopted or substituted for those that are 
there now) is also sharp-ra:her extra-shurp; because the 3rd note in the normal 


scale of Sa had an interval of only 5 Shruties atter Su but ow the interval is of 
8 Shruties. 


Let us take another instance where Pa is known to be the Amsaswara of 
a Raga b:longiaz to the Sadjagrama. The scale in this case will be— 


Pa3 Pha? Ni4 Sa3 Re? Ga4 Ma (4 Pa) 


Here the 6th note Ga has wn interval of 34-29-4349 = 14 _Shruties 
from the tonic Pa- In the normal scale of ~a it had an interval of 3424-4 
44-3 = 16 Shruties. ‘ihus the 6th note has now come down 2 Shruties. So 
this lowering has converted it into a flat note. 


So it can be seen that almost all possible sharp and flat notes were 
available and were in practica; usc in ancivnt Indian music. The remarkable 
fact. however, was that even after the character and position of a note altered 
slightly (by actually becoming either sharp or flat in the modern sense) it was 
allowed to retain its previous name. Perhaps the main point of difference with 
the present system lies in the fact that in ancient music change of tonic was 
preferred to change of note-positions and the names of notes which the latter 
process would necessitate In present day Indiwn classical music. Sa is almost 
ulways the conic. Hence we have to adopt new names for the flattened or 
sharpencd notes which we have to use in different Ragas. When the ancient 
process was discarded during the medieval period and Sa was made the tonic 
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for all theRagas, the positions of all other notes-sharps, flats, extra-sharps, 
extra-flats had to be fixed and named. And the result was a huge mess of 
confusing names adopted by different authors right from Sarngadceva (middle of 
the 13th century A. D.) to Ahobala and others of the 17th century A. D. 


Let us now resume nur review of Shrecraga as cutlined by our author. 
By stating that the Raga is one belonging to the Sadja Grama and by stating 
that Sa is its Amsa swara, he has left us in no doubt about the note-positions to 
be adopted in singing the Raga. They will be— 


Sa3 Re2 Ga4 Ma4 Pa 3 Dha 2 Xi (4 Sa higher) and so on in 
the other octaves too. 


‘The other important indication given in the description is that the note 
Pa is sparingly used in Shrceraga and that it is played or sung duriag evening 
hours. The description has also given Sa as the Graha and Nyasa Swara. 


The next important trait of Shreeraga as given the description is that it 
is born or derived from Sadji Jati, But how does this information help us ? as 
the author has not himself given us any details about this Sadji Jati? Let us 
thensake the help of Sangeetaratnakara for the details. The description of 
Sadji there is — 

ସକ: ସଫ: ଏଓଅ ମତସୀଙ୍କପଷଗମଷୀ; | 
ମସାସୀଏଖୀଷୀ ସସ ଷୋ %ଗୀ ଖସ୍‌ 11 
ପୀ: ଖଦୀ ଅସ ୩: | 

୩S ଗମ ସିଲା ମୁଗ ପଗ ଦା 
ନସ ଖୀ: ଏଇ fa ବି ଙଙମISTEF: | 
sntenrntfaaglds fat maa: ga: 82) 
aT varfact a gyefd malta | 

ସିଲ ମକୁଖୀଷୀ ୩ ଅଖି ଅଷ୍ତୀ ଏପ: ୫୧ 


ଶମ ଅଙପୀଆ ୩୩ ଖସ! ୩ 


S. R. 1/7/ 
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This shows that in Sadji Jati barring Re and Ni all the other Swaras, 
namely, Sa, Ga, Ma, Pa and Dha can be the Amsa swaras (of course one only 
in any particular composition. We are concerned with the Sadji which has Sa 
as its Amsa). The hexatonic form of Sadji can be obtained by dropping the 
note Ni. The Ni bécomes Kakali in the complete (heptatonic) form of Sadji. 
It has combination of Swaras Sa and Ga as well as Sa and Dha; Ga is frequent; 
In the case of Sadji with Ga taken as the Amsa, the Ni should not be omitted. 
The Moorchhana is that beginning with Dha (i.e. Uttarayata). The rest of the 
above description does not concern us here. 


Now the question is— What purpose is served by stating that Shreeraga 
is derived from Sadji Jati? Cen we adopt any trait of Sadji Jati for Shreeraga 
in case it is felt necessary ? For example, can we use Sa - Ga and Sa-Dha 
note combinations in Shreeraga especially as our author has not enlightened us 
in this respect ? 


Before we discuss these; it seems desirable to refer to the source from 
which our author’s description of Shreeraga is supposed to have been adopted. 


We have pointed out that Hari Nayaka. the author of Sangeetasara, has 
very often been quoted by our author. In tact almost each of the avthor’s 
descriptions of Ragas tally almost word for word with those found in Hari 
Nayaka’s Sangitasara which is admittedly an abridged version of Sarngadeva’s 
Sangeetaratnakara. Shreeraga has been described therein as follows — 


ଏଞଷ ଏ୩୪ୁ ୪୩ ଙ୍ଷସ ଆ୯୮୩ ଅ୧ଏ୩ସ୭୪୪ | 
ଅପ 14g HgnTeaTT aTTAEATH Yell 
ରଷTteax NX aREAFIN: | 


S. R. —2/2 
Our author’s description of Shreeraga undoubtedly contains the main 
elements found in Ratnakara-description, omitting the Mandra (lower) limit 


and the Tara (higher) limit of the Raga movement which, according to Ratna- 
kara, is Ga and Ma respectively. 
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Com'nenting on the above Kallinatha has the following observations 
to make— 


“A୍ସ ୩୩୩g A Ree Aa- 
ସଷ୍ଣୀସ ମୟୟ ସ୍ସ କମ ଧେଷପ- 
ବଷ ଷର ନଷସେଞଫୀ୍ଦସ୍ଷୟ | ଷସିଷ 

ଝୁ ଷର ଷଷୀ aCTeTTAA Tao ଘଥଙ 
ସପ୍ତ ମଷଷ ପୀ ffi ।” 


Ibid—Page 115. 


I" “In Shreeraga Ga takes away the first Shruti of Ma and Ni takes away 
the first shruti of Sa and thereby they become notes of three Shruties. This is 
justified by Shastras. Even then as Ma and Sa thereby become notes of three 
Shruties each it is a violation of Shastras, Of course seizure of each of the first 
Shruties of Ga and Ni by Re and Dha respectively and thereby becoming four- 
shruti notes is justifiable”. 


If these comments of Kallinatha on the Shreeraga of his days {middle of 
15th century A.D.) are true, the scale of Shreeraga will stand as follows— 


Sa4 Re2 Ga3 Ma4 Pa4 Dha?2 Ni (3 Sa) 


Kallinatha’s comments in respect of some notes and Ragas are also 
extremely valuable. He says that the note Pa which, as a note of 4 Shruties in 
the Sadjagrama and as one of 3 Shruties in the Madhyamagrama, was serving as 
a distinguishing mark between the two Gramas was being used in only one form 


in all the Ragas. 


This means that during his days only one Grama (must be the Sadja- 
grama) was in use; For, Ramamatya’s Swaramelakalanidhi (1550 A.D.), written 
just a century after Kallinatha’s commentary, €mphatically speaks of the survival 
of only Sadjagrama. Koallinatha’s comments in respect of Ragas Andhali 
Karnatagouda, Madhyamaditodi leave us in no doubt that Sa was beginning 
or had already begun to be used as the tonic cf all Ragas. 
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Again, the comments of Simhabhoopala;z# the other commentator of 
S. R. in respect of Shreeraga shows that the rules regarding Grama of the 
Janaka Jaties were not applicable to Ragas-perhaps because Ragas had changed 
their melodic structure as a consequence of change in their note-positions. 


One more point of curiosity is the suggested application of Shreeraga 
in both the heroic and the erotic sentiments (Rasas) as against the reco- 
mmention of Sangeetaratnakara for its application only in the heroic sentiment. 


We know that certain Rasas have been associated Ragas from very early 
days. Eight Rasas have been recognised in the B. N. S. where application of 
specific Jaties has been recommended for specific sentiments. It has been 
said there— 

ସୁଖୀ କଫ ୟଙ୍‌ଞଷଙ୍ସମ୍‌ । 
ଅସ ନ୍ଙ୍ଷଞଷେଷ (ଗୀ୍ଙ୍ଷ୍ଷ ସଚ ସୁ ସ) ଅଙ ଶୀଳ ମଧ: | 


B. N. S. (Baroda) — Chapter 29. 


Shreeraga having been supposed to have been derived from Sadji Jatt, 
one c2n understand the justification of its application in the heroic sentiment. 
One could even swallow the suggestion of its application in the Adbhuta s(mar- 
vellous) sentiment because, according to B. N. S., it emanates from the heroic 
sentiment— 

agg gra aa କୀ ବଷ: | 
ସହୀଦ ଷ୍ୀଙ୍ଷସୀମୟନଞଷ ଷଷୀମଙ: 113 


— Ibid. 


This means, the comic (Hasya) originates from the erotic (shringara’, 
the pathetic (Karuna) from the furious (Roudra), the marvellous (Roudra) from 
the heroic (Veera' and the trrible (Bhayanaka) from the odius (bibhatsa) 


sentiment. 


PE Se Oa 


୩ଞଓମିଞଞୁଝୁଷଷତ୍ସିଷ ଏଙୁଖୟସମାପେସଷ ସୟ ୱୁମଃ ଏଡୁ୍‌ଞଆୀଷଙ୍ଷମୀ ଏ୩ୱୁ ଖମଙ୍- 
ପସ ମୀଂଙମିମଷ ଙୁ୍ୟଧ୍ୟ । Ibid—Page 116. 
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But it is extremely difficult to accept that Shreeraga can be, as 
mentioned in G. P., applied both in the erotic and heroic sentiments, these 
being far from compatible with each other. 


We do not have the scope here for a detailed discussion on the relation- 
ship of Ragas and Rasas. We must however caution readers not to accept 
credulously all that is often found in this respect in the later medieval music 
treatises, 


It is perhaps interesting to note Shreceraga is now sung in the Hindustani 
System with flat Re, flat Dha and sharp Ma, as a Penta-Heptatonic Raga, 
omitting Ga and Dha in the ascent. The Karnataki (South Indian) system, 
however retains perhaps what really was the scale of Shreeraga as described in 
the S. R., (omitting the notes Ga and Niin the ascent as in the Hindustani 
system). 

Now let us take another Raga, namely, Mallara which is described as 
follows :— 


ଖଞ୍ଜା ଶ-୨୮-ଅିସୀ ସେ ପଞ୍ଷୀସ! ଏଏସଷୀମ | 
ଫିଅଗୀମମକ୍ଆସ୍ ୩-ଷଙଙ୍ସୀଙ୍ଏମମ: |] 
ଷଖଷନସଷ୍ଙପ ଅଷଙୀଷଧଙସ ସୁଞଃ ।॥। 
ou This gives us the following features of Raga Mallara— 
1. It is derived from the family of Panchama (Raga ?) 
Tt is devoid of Sa and Pa. 


Dha is its AmSa, Graha and Nyasa. 


& © bo 


Its range of movement extends from Gain the lower Octave to 
Saptama i. €. Ni in the higher. 


5. It can be sung in the desirable sentiment when rains come. 


The first question here is what is the family of Panchama. Is it Panchami 
Jati or Panchama Raga ? For clarification of these, reference to Sangitaratnakara 
is necessary, Malhara is described there in as follows :— 
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Teg ag TTATInafd: | 
ପଟ୍a 1 APATATTATTTAT: 14% 11 


S. R. 2/2 


The definition in G, P. undoubtedly owes its origin to this and is sub- 
stantially the same as this. Mallhara is shown here asan Upanga Raga of 
Andhali which (vide S. R. 2/2/151) is a Bibhasa of Daksinatya—a Bhasaraga of 
Suddhbhapanhcama Raga. This Suddhapanchama* according to its definition 
(vide S. R. 2/2/148-150) is derived from Madhyama and Panchami Jatis which 
belong to the Madhyamagrama. | 


One cannot help observing here painfully that a musicologist describing 
a Raga should not expect his readers to be research-scholars who may not find 
it discouraging to undertake the trouble of locating the mcre scale of a Raga. 
The description should be self sufficient even if it lacks all details. 


What may appear strange to modern students analysing the description 
of Mallara Raga as given in the G. P. (as well as in S. R.) is the omission of 
Sa from the notes constituting the Raga. Itis beyond the comprehension of 
a person, acquainted with only the modern system of Indian music, bow the 
tonic Sa can be omitted from any Raga! But we have already touched this 
aspect of the ancient system which could omit any note from any Raga because 
Sa was not regarded as the tonic of all the Ragas and the tonic could be any 
other note. 


In Raga Mallara, Dha has been recognised as the Amsa or tonic. So the 
relevant scale (in Madhyamagrama to which the Raga belongs) will be— 


Dha2 Ni4 Sa3 Re2 Ga4 Ma3 Pa (4 Dha) 


* The Suddhapanchama is also known as Choksapanchama vide Matanga’s 
Birhaddesi. Choksapanchama still lives, at least in its name, in Orissa’s 
music where it is known as ‘Chokst’. The Choksi compositions in Oriya 
are very similar metrically to the Aksiptika ‘Jayavisamanayana etc. given 

‘ at page 110 of S. R.— 2. 
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Now Sa and Pa are to be omitted in this Ouduva (pentatonic) Raga. 
So the Raga will have 


Dha2 Ni7 Re2 Ga4 Ma (7 Dha) 


Reduced to the Sadjagrama the notes will give us 


Sa2 Re7 Ma?2 Pa4 Dha(7 Sa) 


Re, it may be observed here, becomes flat and Pa, too, is not the real Pa 
as it is 2 Shruties lower and therefore, will be rather the Teevra (sharp) Ma of 
our days. ‘The Cha, too, is flatter than the Dha of Sadjagrama by one Shruti. 


We have a kind of Mallara in present-day Hindustani music. It is 
constituted from notes Sa Re Ma Pa and Dha and goes by the name of 
Suddhamallar. If is curious that whereas all other types of Mallar, such as, 
Miyan-ki-Mallar, Goudmallar, Natamallar, Jaijaintimallar and the Mallars 
prefixed with Soordasi, Sawani, Dhulia,; Ramdasi, Mirabai-ki, and Charjuki use 
the notes Ga and Ni, (either flat or sharp or both) and belong to the Sampoorna 


(heptatonic) class, the Suddhammallar is Quduva (pentatonic), omitting both 
Ga and Ni. It therefore agrees with the Mallar described in G. P., S. R. etc. 
in respect of the number of notes. Its scale in terms of Shruties will be 


Sa4 Re5 Ma4 Pa4 Dha (5 Sa) 
The scale to which the Geetaprakash Mallar might probably be cast is 
Dha2 Ni4 Sa3 Re2 Ga4 Ma3 Pa (4Dha) 
Omitting Sa and Pa from this, the notes being forbidden in Mallar; we 


have ଏ 
Dha2 Ni 7 Re? Ga4 Ma (7 Dha) 


Reduced to the scale of Sa, this will be— 


Sa2 Re7 Ma?2 Pa4 Dha (7 Sa) 
Here the Re is flat, Pa after 2 Shruties of Ma will be a sharp Ma end 
Dha after four shruties of Sharp Ma will be flat Dha. 


But the type of Mallara with Re flat, Dha flat and with Ma both natural 
and sharp is never heard these days, although Ahobala’s Sangeeta Parijata 


Digitized by srujanika@gmail.com 


( 54 ) 


makes mention of a Raga named Mallarce which is sung in the scale having 
Re flat and Dha flat but not with Ma sharp. Further, this Mallaree does not 
omit Ga in its descent.## 


Our author also describes a Raga named Mallari which is hexatonic 
(Sadava), the note omittud being Ga. I1ts description is as follows— 


ଏସ ogପT Tgସୀ କଚ | 
3୩ ୁମଝଷ ସଷ୍ୀ ଷଞ୍ଜୀସି କହିଙମୟଖମୀ । 


This definition, too, resembles, in substance. the one found for it in 
Sangitaratnakara (Vide S. R. 2/194) which puts it as an Upangaraga of Andha- 
lika which again omits Ga and sparingly uses Ni. The note Pa is the Amsa; 
Graha and Nyasa in both. When Pa is the Amsa, the scale concerned may.be— 

Pa4 Dha2 Ni4 Sa3 Re2 Ga4 Ma (3 Pa) 

This will be like— 


Sa4 Re2 Ga4 Ma3 Pa2 Dha4 Ni (3 Sa) 
When Ga is omitted we get, 
Sa4 Re6 Ma3 Pa2 Dha4 Ni (3 Sa) 
If Dha is omitted we get 
Sa4 Re6 Ma3 Pa6 Ni (3 Sa) 
Although Ma in the above scale is one Shruti higher than the normal 


Ma, evolution of some varieties of Mallaras current in our times might have 
taken place from it. 


From the analysis of the description of Shreeraga as well as of Mallara 
as found in G. P. it will be evident that the descriptions are not self-sufficent. 
Even then, some ideas about the melodic base of the Ragas can be formed 


Vide sloka 366 of Sangeeta Parijat (Hathras 1941 edition) 
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with the help of treatises like S. R.. Ideas so formed will undoubtedly be 
extremely useful in tracing the historical development of our music and possibly 
in identifying the Raga forms which are currently in vogue in Orissi music and 
which appear baffling from the Hindustani and Karnataki angle of vision. 


Our author has also mentioned a few Samkirna or mixed Ragas and 
has printed out the different Ragas constituting the Samkirnas. which, he 
adds, are very long in number and are differently rendered in different parts 
of the country. 


The author seems to be a strong supporter of the view that a Raga 
should be sung during the hour to which it is allotted in the music treatises. 
Another important practice to which he draws our attention is that after a 
Raga is sung it should be followed by one of those that are recognised as 
‘wifes’ to it and not by the wife of any other Raga, Wife of a Raga is 
otherwise known as a Raginee in the systems of classification which treats 
six, eight or ten melodies as masculine ( Ragas ) and allot five or six melodies 
to each, treating the latter as feminine ( Raginees ), supposed to be the wives. 


We cannot see the relevance of the above precept as our author has 
not accepted the Raga-Raginee system of classification in his treatise. 

We have already pointed out that the description of Ragas agree 
almost word for word with those found in Sangeetasara of Hari Nayaka who 
has summerised the respective definitions and descriptions given in S. R. of 
Sarngadeva. 


What could have Jed him to .adopt such descriptions which were 
relevant to the forms of the Ragas in which they perhaps stood in the 13th 
Century A. D. when S. R. was written ? Had not tte melodic structures of a 
large number of Ragas of the 13th Century A. D. been vitally altered by the 
16th Century A. D. as a-result of the impact of the music of the persian 
countries that found its way to India even from the 8th Century A. D. ? 


A concrete answer to this will emerge from a comparision of the defini- 
tion of a Raga or two mentioned both in the S. R. and the Swaramela 
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Kalanidhi ( 1550 A. D. ) of Ramamatya written just about 15 years prior 
to G. P. 


Let us take Savaree first. This is written as Savaree in the S. R. and 
described as— 
ପଝୁଷଷୀ ପସ ସଖୀ ୩୯୮ ଅଟମଙ୍୍‌ଷଖଷଷୀ | 
ଶତ ଅ୩€ଞ୩( କୀ ଏଷ 


But according to Swaramelakalanidhi it is— 


ଷୀିଣ୮୩ ଙ୍କ ପୀ ପଞ୍ଚମ ୩ ସା । 
ଖାଞକ ମଲମ ଅମ ଅଆ ମସ: । 
The description adopted in G. P, is— 


I 
୩a ଷର ସା ୩୦୩୮ ଅଟଙ୍ପେଷୀ | 
AuTIMMTITTHT TS Flat Ft Rat |] 


Perhaps it will be repetetion to say that tlis description is materially the 
same as and just a verbal recasting of the 13th century description given in 
S. R. But what a difference do we find between the descriptions given in S. R. 
and Swaramela-Kalanidhi ! While the Savari of S. R. and also of G. P. has 
Ma as its Amsa and Graha note and is a hexatonic melody minus Pa, the 
Saveri of Swaramelakalanidhi has Dha as its Amsa and Graha note and is a 
pentatonic melody going without Ga and Ni! And whereas the Savari of S. R. 
being the grand-daughter of Raga Kakubha of Sadjagrama and a daughter of 
Ragantee will belong to the Scale— 


Ma7 Dha2 Ni4 Sa3 Re 2 Ga (4 Ma), 


having intervals of 7, 2, 4, 3, 2 and 4 Shruties respectively between its notes 
(beginning from its Amsa Ma and ending with the higher Ma), the Saveri of 
Swaramelakalanidhi, belonging to Saranganatamela will be— 


Sa5 Re4 Ma4 Pa5 Dha (4 Sa) 


having intervals of 5, 4, 4, 5 and 4 Shruties respectively (beginning from its 
tonic Sa and ending with the higher Sa). 
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The above two cluster of notes consisting almost completely of different 


intervals will undoubtedly create completely differen“ meloci-~ ¥ :nc-, ‘he 
Saveri of Ramamatya of the 16th century had completely ch“ 1° colour, 
caste and creed under the proselytising power of Persian.m: fc. Poi to “invari 


of Krishnadasa Badajenamahapatre, if we believe his descri_ ion, Wot w ecm 
to have preferred to preserve its pristine purity ! 


Let us take another Raga, namely, Desakhya. This, according to S.R. is— 


ଷଞୀ ୍ନ୍ଶଳ୭୩୮୮ ବ୍ସଂସୀ ରଖୀ ¦ 


aalmeaTaTearT famrgT a ana 1 
which has been reproduced in G. P, as 


୩୧୩୯୩୩ ଇାସ ବ୍ର af .| 
୩୩୧ଷ୩ ge T ମଳ aC: ଆ 1] 


Before we put forth the Desaksi of Swaramelakalanidhi a little clari- 
fication seems necessary. « The word ast in the first description refers to Raga 
Gandharapanchama which has been placed just before Desakhya in the Ratna- 
karian order of description but as Sangeetasera of Hari Nayaka omits 
Gand*Arapanchama altogether, it had to mention it by name so as to show the 
lineage of Desakhya. The Gandharapanchama of S. R. was 


ଶ୩ଟଷୀ ଶଷଞ୍ଙ ଅନ୍ତ ସପ ଗ: | 


So, Desakhya, the daughter of Gandherapanchama, .Wwas one belonging 
to Madhyamagrama, & hexatonic without Re, with Ga as its Graha, Amsa and 
Nyasa note often expressed in Sphurita or the throbbing Gamaka. As against 
this,-the 16th century Desaksi of Swaramelakalanidhi had Sa as itS Graha and 
Nyasa. It was pentatonic in its ascent, omitting Ma and Ni but heptatonic in 
its descent. 


. 


As regards the scale of the Raga, it would be— 
Ga4 Ma3 Pa4 Dha2 Ni4 Sa (5 Ga) 
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~The above two cluster of notes consisting almost enmnletealy -f differant 
intervals will undoubtedly coven 


1 


a5 Jetsle chops. Ee io 


Saveri of famemaiva cf the 16° tury hed cerapletoly +t tear. 


caste and creed under the prose! 
of Krishnadass Roadsjenamahapr 


¢ nawir of | 1 
ର toads ea! 5 

cv “owe believe bis descr: vn 

to have preferred to preserve its piisiine purity ! 


Let us take another Raga; namely, Desakhya. This, according to .i.is— 


ଷଞୀୀ (RR aearrT TTTeaT ରା ମଷସଷୀ | 
HefeaTaNTenTTT fanrgT ସସ ଏଷ 11 


which has been reproduced in G. P, as 


Mer EaIGiaT FCTT HFA | 
MeairiynzeaTeT meray aT: ST 1 


Before we put forth the Desaksi of Swaramelakalanidhi a little clari- 
fication seems neccessary. The word 1 in the first description refers to Raga 
Gandharapanchama which has been placed just beinre Desakhya in the Ratna- 
karian order of description but 23 Sangcetessra of Hart Maynka omits 
Gand:iarapanchima altogether, it had to inention it by nue so as to show the 
lineage of Desakhya. The Gandharapanchamna of S. R. was 


. a € 
Meader qiat aT LG TEU a: 1 


So, Desakhya, the daughter of Gandharapanchama, was one belonging 
to Madhyamagrama, a hexatonic without Re, with Ga as its Graha, Amsa and 
Nyasa note often expressed in Sphuita or the throbbing Gamaka. As against 
this, the 16th century Desaksi of Swaramelakalauidii had Sa as its Griuha and 
Nyasa. It was pentatonic in its ascent, omitting Ma and Ni but heptatonic in 
its descent. 


As regards the scale of the Raga, it would be— 


Ga4 Ma3 Pa4 Dha2 Ni4 Sa (5 Ga) 
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according to Sangeetaratnakaro and Geetsprakash whcreas according to Swara- 
melakalanidhi which classifies it under Desaksee Mela it will be— 


Sa6 Re2 Gal Ma4 P22 5 Dha3 Ni (lI Sa) 


which would be equivalent to 


Sa 6 Ga (flat) 2 Ge (extra sharp) 1 Ma 4 Pa 5 Dha (extra sharp) 3 Ni 


{extra sharp) (1 Sa) 


So the changes in the form and content of some of the Ragas of the 
16th century as compered to their form and content in the 13th century were 
sharply conspicuous and often confusing. The confusion perhaps made some 
scholar-musicians transfer their allegiance from Euterpe, the Muse of music’ 
and lyric poetry to Calliope, the Muse of poetry alone, or to express it in our 
way from the Dhwanyatmake expression of Nada to its Varnatmaka expression. 
No wonder that the Desakhya of the Geetaprakash supposed to be employed in 
the Shanta and Shringara sentiments was described as 


arplcatfang amaze 
fag zuvcfaxeaig: 
ମୀ: ମସ ମଧଞ୍ଷ ଶଶ 
ଝୁ]! ଖା 18 ମଅଙT୪: | "i 


We need not show the numerous other Ragas which, by the 16th 
century, can be shown to have assumed a shape different from what they hed 
in the 13th century. This change is attributed by many schoters to the fusion 
of Indian music and Persian music: 


“FE ver since the time of the Sangeet Ratnakar our music had been going 
through a process of reformation as it were. The old system of Grama - 
Moorchhana- Jati was abandoned and gave place to the Raga-Raginee or the 
Jenya-Janak (Thata-Rega) theory. In Northern India the ' Mahomedan, 
rulers proved to be great patrons of music and dancing. They brought with 
them their own music which, as it always happens in this country, was assimi- 
ated into the then Hindu music”. 
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, These words of the late Prof. Ratanjankar in his Foreward to “A 
comparative study of some of the leading music systems of the 15th, 16th, 17th 
and 18th Centuries” of the late Pandit V. N. Bhatkhande are very true and 
can be proved as such by comparisons as shown by us in the foregoing paras. 


The process of fusion referred to abové took centuries to accomplish 
the ultimate crystallisation of the Raga forms. After all, the art of music and 
as a matter of fact no other art can be subjected to forcible conversion at the 
Point of the bayonet. Such conversions hardly go unprotested for the arts have 
an abiding association with the soul of a community. So some scholars and 
artists like Heri Nayaka and Krisnadasa Badojena Mahapatra who were 
wedded ro the ancient, traditional methods might have put up their protest 
,against the onrush of the new system by advocating the revival of the 
disintigrating Grama-Moorchheana-system by adopting the old Raga-forms. 


Any way, the G P. of Krishnadasa Badojena Mahapatra provides us 
with enough interesuing matter for study and research—matter which mzy be 
utilised for renovations «nd innovations in the sphere of Ragas. 


CHAPTER — Vil 

This is the concluding chapter of G. P: and is devoted to pointing out 2 
few: defects in respect of the verbal structure of Geeta-compositions as well as 
in the rendering of such composition. He seems to be aware of the difference 
lying in the phonetic values attached to Sanskrit and those attached to regional 
languages while deviations in this respect might be permissible in the regional 
languages Sanskrit would not permit them and the light and beavy syllables 
have to be given their due weight, The rules of grammer are also to be adhered 
to 59 as to make the words and sentences correctly convey the intended sense. 
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faqu: 


YgMTATN ସୀ ଅଲ୍ପ: 


%) ଅଅଝ୍ଷଷୀସାଏ, ଏ) ଖମଧଫନଧଷଙକଷମମ୍ଟ ୩) ୩୩୩ଵ୍‌ଏକଷସ , 


ସ) ମିଖ ଝୁ ମଷ , ୫) ଖ୍ଗଙ୍‌ମଷ୍୍ୁ , ଷ) ଷମସକ1ନଣଙା ୩୩୦୪ - - - 


୩) ଖୀସସଙ୍‌ୌଖଆ ପଟ , ଓ) Teale: , ୩) arama 
aaa aT 
%) ନମସଙ୍‌ସମିଷସଷ୍ଙ , ଓ) ଅଝ୍ଞୀଆୀସଞ୍ୁଷଙ୍ଗ ଖେ ରିଧ୍‌ 
୩) ପକ୍ଷ , ) ଖା ଅRମTIGT USF 
%) ଷୀgaAGT, ଓ) a7 chiara: 
୩) ଅସମ, ) ଖର fara: 
%) ଅg୍ଷଙfa: 
%) ଶୀସୂଙୀ-ଅପଫ ସସ: ସଞ, ଏ) ସମସ ପଙ୍କ ଟ- 
argufaaggag In 
୩) ଖତ କଷ୍ଟ ମୁ ମଷଅେମୁ 
3) get faa Age 
%) ଅସନଷୀମୀ ସ୍ୀଖଷ, ଏ) ଖସ ଖ୯uray FpfaaT Jin: 
୩ ଅସନ 


ଅା"ମନ୩ ମଞ୍ଚ Sଖ୩ଞ୍ଙ: 


୩%) ଖ୍ଂଆୀକସଷ୍ଙ୍ଷମମ୍‌ ଏ) ଷୃଷ୍ମଧ ଶସ: 

୩) ଇ୍ଷୀସ ଖୀ ଖୀଙGeT eg 

%) ମଷ୍ଷୀସୀ ଏ) ଅୁଷଷଷଝ୍ମ ଅି୍ୀ ମଧ ନୁ ଷ୍‌ 

୩) ମୃଗ: 

) ଅସ୍ତ: ଏ) ଖୀ ମ୍କଖୀସସଞ୍ ମୁ 

୩) ଅୁଷ୍ସଞ୍ମଙ୍ଷୀସମଷଳଷଥ ପଞ୍ୀଓ୩ମସଙୁଙ୍‌ "କ୍ଷ ଞଷ ମଞ୯ ଏସ୍ସ୍ଙଙ 
ଏ) ଷପ୪କେଙ୍ଷ ଙ୍ଖ - ‘ଆକ ଏବସମପପୁ - + 


ହଃ 
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faa: gg: 


୩%) ଅୁଷସଞ୍ମମଙ୍ଷୀଜସସନଷଆ ଷମୀସ୍ଷଦ୍ଙ୍ମଂଙ୍କଂଖ କଷଝିମ ସପ 
ଏ) ପକ ଜଞଞ୍ମମୁ ୩) ମଙ୍୍ଖଳଗଷ୍ସ ସେ ଇଞମୁ 


୍) ଆଖନ ଅସ fafa’ qatar ହି 
%) fa:arfSaaଆ ସ୍ମ ଖ) ମ:ଷୀRGସ୍ଗଳଷ ୪fRggrqa- 

ଅନୟ ଷ୍କ ଏଙ୍ସ୍ସମୁ . rev Sy 
%) ଷଫଓପୀସପ ସମୁ ଓ) ଥୀ a ଷଷଂ - ଙ୍ଖ ଷ୍‌ 
୩) ସମଙ୍ପୀଆ ସ୍ମ ସ୍ୟ) ସ୍ଙ୍ଙ୍ଖୀସ୍ୱରଷେ ‘cv ସଙ୍ସଙୁ ଚଡ. ଭି 


%) ଆସ ସଧ୍୩ ଓ) ସଅ୍ମଧଙ୍ଙ 1୪Ifggrq୍ଗ URI 
ନୁ ପଷ ଏଙ୍କସଫୀସମ୍‌ ୩) ଖଞ୍ଞସଆ ସ୍ଫ 


ସ୍ସ) ଅମ କମଧୟୀଙ୍ଙ ୦୮୩୮] ସୂ” ଏଷ ହଃ 
୩) ଖଙଞଷୀସଆ ୩ଙ୍ୁସସଂଷଙ୍ଝଷମୁ ଏ) “ଖାସ ସ୍ଵ 
୩) ଷମ୍‌ ଖହଧଷଙ୍ଙ “ଓମ ଓ ଝି ଏଙ୍ଗୀସଂ୍ଷମୁ ଓ 
୩) ଅମ ସ୍ୟ ଏ) କଞ୍କଗୀସଆ ସ୍ୟ ୩) ସଝୁଫଶଖ 
ନ ନସଙୃଙୁଖ ଏଡ୍ବୀଷ $ଞ୩ପୀସଗଙ୍‌ଷମୁ ) ଅଙ୍କ ସ୍ମ ହୂ 
କା) ମୁ ଓ ଖୀ ଏଫଂ ଅସଙ ଏ୩ଙଙ୍ସ ତ 
ଷସୀ Ta CSCS Gera: ହ୍ଠଳସ୍ସ୍‌ 
୩) ଷିଞ୍ମଳଙ୍ସଗୀସସଆ କ୍ଷ ଏ) ଜଞTIN ‘guard’ 
qq’ fagarqaeate raga ସି 
areata: oefor a ଦ୍‌ 
NTT ମୀ ସସୀ୍ପଙ: ସ୍ୟୁ-ଦ୍ଆ 


୩%) ଷୁଞ୍ଖୀୟଖଞସ୍ଵଙଷମମୁ ଏ) ଶୀ ଙ୍ଖ କଠ ଶଂ 
ୁଙଙ୍ଙଠ ୩) ର aG୍ଧରଙ୍ସ ବମ 


ଞ୍ୁଙ୍ମିଷଧ ସ୍ଞ୍ରୀଂସଷ୍ ) ସ୍ୟ --- ବ୍‌ 
୩) ଖଳଆୀସଥୀପସ୍ମୁ ୩) ଫଷଶୀସମ୍ପସ MOST Tg ar 

ଫସଙ୍ମନାଏଆୀଏମମୁ ୩) ମଙ୍ଗ ଖଙ୍ଗୁଷଙ, ଚ୍ଛ 

ae Unhiag Nacudghfaad agqexoman ସ୍ଥିର 
୩%) ସଝୁଫ୩ ମତ ସ୍ଫ୍ଷଙକୁ(ପ ଏ) ମମୀ ଘଷଙ୍ୀ ସଞ୍ ସ୍‌ 
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aqua: 


5) ବିକ ଞଫଷସଞଙ୍ଙ୍ଏମିସଡ ଏ) ପୀ ୩୩୯୩୩୯୩୮ କଞ୍ଙ୍‌ 
ଖାସ୍ଫ୩୩୩ ମୀଞ୍ଚ ସସ: 


୩%) ୩୩୩୦୩୮ ଏ) ୃଷମଷଷମଷସଷଙସ ସଫଆ ଠଷୟ 
antelaarrmgfSage ate fafaar afi: 
ଶମ ମନୁଷ] 
qETANTETAT TATA RTT a 


ପ୩୩୩୩ ସୀ ଏ: 
%) ୩୩୩m ; ଓ) ମୂ ଫଞସଷଙ୍ନ Tot ରିମଙୟ ; M୩) qo 
Toi ararf a— MT, ag, Fat, Ten: urd: Daur, 
aged MATT:, ATH FAT:, HM: ATT, ମନଧଙମ:, ଷ, 
ହା, ୩, ଆସପମି:, ଉଚ, ଝିଷ, ୩୩୪୮, ଅଆ, ସା, 
ଷିସୀଞଙ, ମଖୟ ତ) grat ara aUt— Mg, snicagTE:, 
ଝି, ଷସୀଓ, ଲାସ, ସଞ୍, ଝୁ, ସତ, ମହ, 
ଅୟ@, ୩, gf 
. %) ` Sgt ATA yat—ueaatfs:, Her:, TATT:, Tea, 
free, fra’, atta: moegfa: moeslat, afar, araralel; 
gqatqaGTaet, arataruat, iar ସମୟ ଏ) ଅମ ict a- 
ଅଅଗଷମଷ ୩୮ ସ୍ୟ ଝା 
%) ସଷମଖ ୩5୩: ଏ) gI୍ପTT FIAT EAL GMT 
ଖ୍‌ i 
ଶି gga a atgaarudR aA 
ସ୍ୟ 
ଅୁଷଷ ମଞ୍ଜଣି ସଙ୍ଗସର" ଷ୍ଠ ; ଏ) କଙ୍କ 
emg FusraTeoont sang 
eget TSNLMCT Alara IF aga gfe 
ଷ୍ଷମୁ ର 


hd 


39 


3% 


ଛି 


ଓ 


ଛୁଆ 


ଲ୍‌ 
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fad: 


Henne Tanatgagrelgurqantafrmoesl oat 
୩ ଅପTqaeTaemot gar E) aglniat Ara - 
ener RG -TAR-arf ag -M-peaT-p zs-HTIN- 
HTT gag UT) TN aHITFAANTRg 

ଷ୍କ ଷସୟ 


ଖା ମଞ୍ଚ ୟଲଞୀଙ: 


%) ଖୀ ଞ) ୮୦୩ ଙଙପଞଏ ସୀ ୩) ହୀ 
ଟୀ ସ୍ୟ 

୩) ସଵଞ୍ଙଅମମ୍ଡ ଏ) ଓ ମୀତା ସଦ < ଅସୁ ଞଟଷ ଙ୍କ ଆମ୍‌ 

୩) ର୍ଷ ଧଷୀଷସରୀଙ୍ଷଝ୍କଗ ସପ ସୟ ଷଙଷସୟ 

ସ୍) ଷୀନଙ୍ଷଙକୀଆୀସମୀ ସ୍ଧ୍ଠଙଙଷମ ୪) ଆସ ଞଞ୍ଞଷ- 
ICP IN eo 

%) ସିଗମଷଷୀଙ୍୩ଟ ଆ ଅଞ୍ାସୁୟସଷେଆଙ୍ଷସମୁ ଏ) ଏଂସୀମ ସମ ଆପ 
ସୀଙବଷେ ଏସ ଷଷଶଙ୍କଷମମୁ ୩) ଅମ ଖସ ମକ ଧମ୍‌ 

ସ) ସଧ ଆ ଷମଙ୍ଧମୟ 

ସମସ ମଞ୍ଚ ଷଧ୍ଲୀମଷ: 

fasangamart arai ga ଧମ୍‌ 

%) ମାଙ୍କ ଧମ୍‌ ଏ) ଅଟୋ ସଖା ଷଷqITA TOA: 

ଶ) afte ra gems TIA rE- 
aatfaagarfast gas 


pao 


୪ 


ଦ୍ଭ 
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ହୁଡି 


¢ 


ହକି 


qe: 


HAIMA Ia TE 


ଖପ୍‌ 


Yegstfa ara 
7ସମଷସ ଖTaୀ 
ର୍ଷ 

ଖଞ୍ଜ 
ଞମ୍ୀସୁଣଷୀମ୍‌ 
fageatafaasat 
ଞଂଷଞ୍ମ 

aga 
ଞୁଷସଞ୍ଆ: 
gd 

Cl 

agyfu 

ଷଷଝ୍ଷ୍ 
ଷ୍ଷପ 

ବସ 

୩ ଙ୍ଗ: 
faa 
ସ୍ମ 
ପରମ୍‌ 
aa 
sfaqrfgan 

୪ ସୀ 


ସତ୍ୟ 


Tefagafaararf 
udsnasateTal 

ଞ 

ଷର 

ନ୍ବାସ୍ଫଣଷୀମ୍‌ 
faryearafaNsrat 


ଣୀ 
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a: 


ହ୍ଆ 
ସ୍‌ 
3o 
ଛହ୍‌ 


ସଦ 


ହି 
a 


3୪ 
L- ଏ 
୪ 
୪୪ 


୪ହ୍‌ 


qe: 


ଖୁନଝ୍ମ 


qf 
ଧଙ: 


ପୀର ଅଞ: 


ସ୍ସ 

ଷୀଙ 

ଷଷ୍ଠ 

Pa! 

gen afgdarat 
ସg 
ମଲନ 
ସଂ Ted୍ aT? 
ଷଷ୍ୀ. 
ଖଳା 


ଶମ 


ଫକ ମସ 
ff: 
atu: 
ସର୍ଵ 
ଷୀଞ 
ଷଷ୍ଠ ଆ 
ମସା 
gaffe ff arat 
ପୟ 
ସୀଳୀସ୍ୀୟ ୭ 
ଖସ ସମ 
୪ 
ଷଖାମଷଷବ୍ଙମ୍‌ 
ମଙୀଷଞ୍ ସଃ ନ 
ନସ 
ଷଷ୍ଟ 
ସ୍ସ: 
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Masa: 
ଅମର: 
୦୨୦୮୩ ସ୍: । ଖୀ୍ଚ୍ଚଷ ।। 
୪୧୩ ' ସପା HLa୍ୟ ଅକ qRA GTR — 
ସୀଙ୍କ ସୀସା କଷ୩୪୩୩ଅ୩ । 


୩0୮ ଷ୍ଖଷଥୀମୀ ଆର୍କ ଷଶ କଷି ।।୧॥ 
shrfraaat— 


ସ୍୍ଷ ? କସମ ଆସୀଙ୍କ ଞଞୀଙ୍ସ: ¦ 
ପୀ ଏମ୍ସ ମମଞଅେସି |) ସା 


hata Arf aaTima | ମୋ୍ାଳଙ୍ମଳଙ୍ସ NTR araaT aqagfayco- 
ନଦୀ ଖତ । ଅଫ: ଓମଙ । ୩ାମfioTatIr | ଖା 
ମରୟ୮ ଷୀର୍ଦ କଷି । 

ଖା ସବ afar — 
3 ସଞକା ସଷନଙ୍ଷ ଟିସୁ । ସଂ ଅଷ୍ଟମ । ଖମମ୍‌ ୨୮ | ଷସ୍ତ ମୀ ଅଫ । 
ଖାମଷ୍ଙ ୮ମଷଙୁ . ଖା । 

HFA — 
ପୂର୍ଷମ୍‌ ଖୀ ୍ଷଞାଙଙ । ସଷମଷଙ୍ୟ । 


(1) m—ffafaarr (2) 5—satatft:. (3) ଖa dauatet AA— 
4%: ଅ୍ଷଂଙ୍ଙୀ ah | 
୩୩୮ ୩୩୮ମନଏ୩ ଶଙ୍ଞଷଷ୍ସୁ ।। ୧ 
ଖମୀମ୍ମସ୍ଙଂଙ ପଞ୍ମନ୍୍ଷ; ଶହ | 
ସ୍ସ -ଅସବୀ ର୍ପୁସଙ୍ଖମଧର୍ଷ ୪] ଅଷ: | 
ପୁ କପା ଫମଞ୍ଷୀ ସ୍ସ । 
ରୁମ yg ୩୪ ` ଷଙ୍୩ନ  . ମ୍ମ 13) 
ଷଖ ୩ମଧୟସଙ ଆ୩୩ଫୁମ ୩୩୮ଟ୪୯ପଡି | ଖ୍ମଷ ମିଷଷଙ୍: । 
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ଦ୍‌ Mana: 


ଖୀ ସ୍ମ g— 


atic ata TMAENN | 
4୩୩୩୦୩ ଅ%୧୫୦୨୩୩ | 


୩ମଷଙ: 
ନ୍ଝ୍ଷସଗଙୁ' ଗଙ୍ଝୁଷୀ ମମୀ ସୁ: ॥।୨। 
ଖୁ ଷ୍କ ତଙ୍୍‌ଷନକୀଷରି । 
efi uaa frag mada 1 


ର୍ଷ: ଏହୁ 
(1) ଅସୀ aR’ qଷୀ— 


MGA: 15 ଷ୍‌ | 
ଷୀ ମିଷୀ ମସ ଫଂ୩ରଙାଙଷୀ ଧମ୍‌ ।। 
maf — 
ଝ୩୩ ୮୮୩ ଖୀ ୩ ଆଙ୍କସିଙ୍ଷ ଞଏଙ୍୍‌ । 
ଷଷଖୀସ ଧୀ ସା: ଅୀ୍୍ ମଖ୍ଙ ମଷଙ: । 
ଅସର ୯୩୮୩: ସବ ଆର ଖ କସି । 
ଷଫଷ୍ୁଫୀ ଅନ: ଆମ ସି ଏଫ୍ୀଙ୍ଷସସ ।। 
ସ୍ୀସମୀ ଓସା ଆମ୍‌ ସଧୀମ ଅମ  ପମୁ | 
ଷ୍ଚିସ ସସ ଅସମ ପଶି । 
area, yn: Rf: | 
ଷ୍ଟ ୍ଫ୩ୀର୍ଷତେ ନିଷସ ଖା ନସୀ: ସଫ: ।॥। 
ଖର୍ଚଜନସ ସୀସୀଷସୀ ମ୍ଷସୀ ଥୁ ପୂର୍ସୀଙ୍କୁ । 
ନ୍ତିସ୍ୃଖ କସ ଧୁ ଖୀ ମଧଟଷୀଷୀସ୍ତପ୍ୁର୍ଙ୍‌ ।। 
uhiagh: wats: ramegufih: | 
କୀ yg ୩୯୩ ଆମ ଷ୍‌ | 
. ॥ ହମ ॥। 
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named: 


Taagne— 
ଏବଏ ଖସ ଙଙକ । ଏ୯ ମଙୁଥ । ଖାମ୍କମୀ 2ଷ୍ସ୩ଙ୍ଙଷଞ୍: । ୨୍‌ଓମ 
fr agg Usenet | aR arastaE— 


aoieg Targa as UTI Fafa | 
ଖୀଞମଧଷ ସଞଙ୍ଛାଷ ୍ନୀଙ୍ଫ ® 


ଏଷ ଖୀଞୀଂମୀ ଷର୍ଷସୀଂମୀଙଧ ଅଖା । ଖାଅଗୀ ଅୀଞଙ୍ୀଏଧ ମଧ ହମ 
ଷ ନ କି ନଖ ଫାଡୀକଷଠୀଙଙ୍କାଧ ନରୀ: । ଖଳ ୍ଫଙଷଙ୍୍ମୀ ' 
ଶସ ୩ ମ ଆମ୍‌ | ନ ସକ ସମ ଆଙ୍ୟଷ ଅମ । ଷୀ୍ସଷ୍ତାସଙ୍ଷୀମୁ | 

frag — 

| ସଝ୍‌ ମସ ଅଧ ହଁ ସମଞ କୀ ?ଷଷଧ । ସକ ସଞ୍ଫୀଷ । ଖୀ ମୁ 

ଷୀସଙ୍ଙସଏ ୯ ନଞସମ୍‌ । ଖଷ' ଅଙ୍୍‌ମ୍‌ । ଧୀଷ୍ନଧକୁଅସାଧସ ଧଞ୍ଷସୀ କସ୍ୁସୁସୀ 
୪୪ । ଖୀଖ୩୩୨୨ ପୀଫ୩ଙ୍‌ ସନ ଖଙଙ୍ୀ: | 

ସ୍ସ — 
୬ ମୁଷନଆୀଷପରୀ ପୀ: । ହଷନୀମୀଷପକ୍ୟ ୪୮୩୮୮୦୦୩୮. ଷୀଧୁଷଷଧି । ସୁଙ୍‌ ମସ 
ମୁ୍୍ବଟଷ୍ ଓଙଙ । 


1 । % ୯୩୩ ଅଖ 2 ) ® ଏ—ମ୩ଷ 3 | ® —'ଙ୍ଞସ- + ୮ ଧ୍ଷୀଧସ:” ଝମଧ ଷୁମାଃ 4 | ୩,4୩ 

5 । %, ଏ—ଖଆୀମ 6 | 3, ଏ ¬ ମତୀ 

୫ ମଲା ଷୋ ଫଦ୍ମୀସଙ୍ଆ ଫମସଏ‰ ଆଞୁ୍ଷଆ ଷଞ୍ୁଷସ୍ସୀ ୭ ସହୀ | 

7 । ଏସ ମୀନ 8 । ଞ୍‌ଞ୍ଞଙ୍୍‌ 

9) ଖତ ଅସୀ ଷୱଖଙR ଆ 
- ଅୁକମଧୀଷସସୀ ଷୀ୍ରଃ ଖା ସୁଧୀ ମନ: । 
ଏଆ: ଆଅଷଷତ ସକ ଷqEHga | 
ଖ୩ଫ୩୪୩୮୯ ଷୀ ସୁ ଙଷୀଞଷ୍ “ପି । 
ଏଙ୍ମଙ୍: ଷଞଙୀ ଖସ ଅସୀ: ଷ୍ୂଷ: || 
ଅସୀ ମୁଗ: Mafra ଏ: | 
ମୁଷଳ ତୀ ଷ୍ଟେ ନ: ।। 


ଖା ଥୁ ଷୀସ୍ଞ୍ୱନସେଷ ଅହଅସି । 
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ଡ଼ Mama: 


ସମ aGIAE-— 


ଦୀଆ ଅସ! ଖ୩୩ ୩୮୮୩: | ଖୀ ଓଙ୍ଆଞସୀ ମୁଷୟ ଖସି ୩୩୩: | 
agGg— 
> A 


!ଞ୍ଆୀଙ: ଅଧ: ୩୪: ୩: ସଗଙ୍ନନ: | 
ମୁଷଷୀସ୍ ଅକ ଷ୍ଠ ଖୀ ଖି ॥।ହା 
ମୁଚ୍‌ ଓମ:ୁସବଙ୍ଗମୀମ୍‌ | ନୀ ରୈଷ ?ୁଷି ଶସ | ଖଳ ଫୁ 


ରଖ ମମୀ ଆମ୍‌ ଏ ଖ୩୩୩ ଆନ: । 
ଏ ଷ୩୩୩ କୀଷଗୀଙ ଆପ ସୀଷଙମୀଷ ୪ ହଁ । 


ଅଙ୍ବୀସମୀ ଥୁ ଖସ ୩୩ଙଟପଏଷି କମୀ ମୀ ଆଥ ଜଗ ଓ ଆସନ 
ଶଙ୍କା ଷାଞଏS A | ଖଅଙT FNM: | ଖ FRAT — 


ପୁଷୀଖୀପat ସୀ ଷପxr୍SaTfau: | 
ଖ  ଖୀସଞ୍ଞଖ୍ୟଖେଷ ଝୁଅ । କ୍ୟ ଞମ ।। 
ୁଙ୍ର୍ମ୍ୟ କମ ସା ଝହଅଏ ଓ | 
HTT — 
5ସୀଞ୍ଷୀ "୩ ସୋ ସମ: ¬ ସୀ | 


Lr, 


1 ଛରନା ସମସ? ଝୁ ଷୱ୍ିଷମଷ (ଆ: ୪୪) 2 ¡ କଷ୍ୁଷଂ ମୀ 
3 | ଖୋ ପ୍ତ ସୁଷଙ୍ଗଆ ଶଷ (ଏ: ହୁ) ଅଆ | 
4 | ଙପୋଧ fzdପାଙୁ ପସ. ଥୀ ଫପ୩ାa faa fosg can 
`” ଅଖ । ଫମୀଖଷର୍ଷସନ୍ୀ ସମଶୁଓଆ ଆମ୍‌ । 
5 | କଂସ? ସସ | ଖା ଅଦ୍ମୀଙଖ ପଫୀସପ ଅଆ 
ଘନ କୁ ଏଙ୍‌ ଷଆ ସଏଥ ଧୁ ଏଙ୍୍‌ 1 ସିମ: ୩୧୩ ସସ: ଏଡ୍ସ ମଣ; || 
୩୩୩ ଷର ଖୀ ffARa: | ଅସୀ ଅ ମଷଷଙ ୨୩୮୪୩୮ ।। 
ଷର ଅଂ ମ୍‌ ଏଫ ଷଞଙ୍ମଙ୍‌ | ପସ ସକଙ୍ସମ: ଅମ AT 5: || 
ଆ ୩୩୩ ଝୁ ୩୧ ସୀ: | ଖସ ଅକୁ: ୩7୮୪ | ନସ ।¦ 
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ଘଷ୩ୀଞୀd: % 


i arrag—2 aaa papaqfaATafy Mf ag | 
ଦଫା ଅସସପ ୪ ଅଅୁମାଞଫ ଫଞୁଙ୍ପରି । 
ଖୀଷମଙ୍ଟ ଷଷ୍ୀ ଅଆୀଂସ୩ୀ ସୟ ସୀସ୍ସି । 
ଙୀ ୩ FU କଷଞ୍ଳଙତି 9: ।୧। 

ଖୀଙଙ୍ୟୀqrafam୍‌ୱqadg: | dg — 
ସୀ ଆଙ୍ଫାଖୀଙାଙ୍ଧୀ YG: ଅଙ୍ଞଷଃ | 

ଖସ ୩ ଷଷଷସପରTT: | ଅN 
ଷ ନ ୪୪୭ ଅତ ଆ: । 

୩୩ ଆସ୍କା | ପୀ ସୀ ଷ୍କ ସ୍ୃଙ୍କ ସଚ ଖୀ ହୁଆ । 

(ସିମ) ଷସିମଧ ଅମା ମଙ୍ଗ ସୀ ଙ: | 

gana — 

ଖାନୀ ଷଙ୍କ ଏସ ମଷଥି ଅଟ୍ୀମୀ ଷମଙା୍ଶୀମୁ | ପୁ — 

3 ୩୩୮୨୩୩ ସା ଖୀସ୍ୀମୀ ସମ କୀସୀସୀ ମ୍ଷଧ: । 
ସୀନ କଗନଷମପୀସୀଳତ ୪୪୩୮୪ ଏନ ।।। 


ଖୀ —ଅସ୍ଟଧି ୩ ଆTaୀ rea ataTrafaraags fafaagarara- 
ଶଞ୍ସମ ଗଞ୍ଚଷୀ ଶଙ୍ଃ | ଷଷ୍ୀ ଏ୩ଆଜମ ସ ୪୩୫୯୩୨୮ ସୁପ ଷ ସୀ ଙଙଷୀଙମ 
୩୩ ଷଞ୍ସୀଙକମ ୪ ୮ମଙ୍ସୀଙାସୀଖଥଷୀ ଅ୍ସଷଙଷ୍ଙ ଖଣିଷ୍ରଳଖି | ସୀ 
ଖୀ କଞ୍୍‌ଷସଞ୍: କ୍ପଓଷ୍ୟ କଙୁଷଅସ୍ଖସୀମଧ ଷ୍ଷମ । 
ପଞ୍ମଷଟ ଷଙ: ଷ୍କ । ଷଙଫୁ— 


]. ୩—ଟଗ୍ରଙଅଂ ସସ 2. ପ୪୩୮IZANSE — 
ଖୀଙୀଙ୍ଷୀ କମୀ ଖଷଷ%ଙ, ପଞଖଖଙଷ | 
ପୀ ସପ ମ୩ୀଅ ଷକ୍ଙଧି | 
ଖୀ ଷଷ ଅଷୀସଖୀ ଞ୍ଜ ସହ । 
ଖୀ ୩୍ଙଵସଙସୀ {ଷପ S୍ଞଙୁ $gT: 
ଲା %? ସ୪ m୩ ସମସ । (3: ଷ: %: ନ ୧ ୪୧) 
3. ହଲକାଷେଂ ଖନ଼ଙ୍ଷଙଥନଧ ମାସ ଷଣ rf । 
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ଝି NaaFT: 


ପସ ଅଷ୍ଟ ଗପ ଝିଂଷୁପୀ ଅଞ୍ଚଷଃ ସପ: | 
ମନ? ଷରଷଷମଞ୍ଫୀ ସୀ ସା ଏମ୍‌ 0) 


yrAefaaaT a—2 ss asrTaafaratatemgsaea: | @ RT 
ସିଆ ମଙ୍ସମ୍ଙମ ଖସ୍‌ ଅନ ୍ଷୀଫ ମସ “ସଫ ଆନ । 


1. ମଲା ମସ୍ତ ସା ମrIrkT agg | 2. % g—ant 
3. କକ୍ଷୀଫୁଙୀୱର କନ ଏଡସ ସମୁ ।।୧୍ହଆ। 
ସ୍ଷ୮ ଏମତି ଷ୍କ ପୀ ଆପ ମୀ | 
ଷୋ ସ୍ଞ ମସ୍ତୀ ନ୍କୁ ଅଖ ଖଖ ଓ ୧୪୨୯ 
ନ ଙ୍କଷଆୀ କସ ଷର୍ମପୀଙଷ ମିତ । 
ଷg୩ Safa Fxfataia fifa Noyol| 
THNAMTET Hg ୍ଷ୍ଷୀସୀ । 
ଖସଷଶ୍ୀ ମଷଙ୍ଫ ସଗ ନଷୀ ଖୀ ମ୩୩୪୩ ।।୧୪୧॥ 
ଝୀଅ ଅଷଟଷୀସୋ | 
ନଧୋଷୀଙୃକାପ ଅଳସୀ ଅଧ 
ଖୀ ସୟ ହୀ । ଖାପ: ।| 
ହୁଆ ଷଷର୍ଷ କଖୀମୀମ । ଝିଙ୍କା: କନ୍ଙୀଙଙତଷୀ ।। 
ଏଙ୍କ୍‌ସଏହ୍ଷଏ: ସ୍ମ । ପୀ (ସଟର) ଂମଷମ୍‌ ୧୩ ।। 
ସୁଆ ୩—ମ୩ସଶୀଞାଷ (ଖ: ହୁ, ମର: ହ ଏ: 3) . 
୬ ସୀସୃଙୀରନଷ ଏ ଓ ମଙଖୀଷୀ୩ଫୀ ଗଧ ଅଧ  ଞସଖୀପ କାଅଏସମଆୀ ଖୀଞ୍ସା ୁଖଞ୍ମଅସି । 
ସଂ: ଆସ ଷଙ୍ବୀ ଖଧେକଥ ଅରଟଷୀ ଷର୍ଷମି | 
4. ଷପର୍ଫଷ୍ମଷଷ ନତ ଅ୍— 
YATTRATTATNITTINୀ ଅଷ୩୩ । ଷର aratfr qrqafaTarraT: (1 


ଷର (3: 93) 
freq — aT-masA-Nag-feftad 
ଖସ — ଶଦ୍ଷ ୩୮୩୮ ଷ୍‌ ୩ ଅମେ ଧୋୌ୍ମ ସଝ । 


୩୩ ମମ ୩୩ ଷୀଥି ୩ ୩୩୯ | 


Digitized by srujanika@gmail.com 


ମପଷMgTd: ® 
ସୋନୀ ପଫଷପୋଷସମ ମିଇଙାସ୍ଅଷଳଷ ଅପ । ଆସମିମ୍ଷି ଏ 
ଅମ୍ମା ଖଙଷଙ୍କ ଅଖ । ଷଙ— 


iafigଲନା ମଞୁଙଷ ଳୀ ମଧ: ଓମ: । 

ଷରଂଙ୍ସୀଙୀୀତଷଷୀଙ୩: ଅହଷଷୀମୁ ଏ: ଦୃତ 

fୂଳଷସ୍ୀ ଓସସ ଅକ: ପସ ସଖା । 

ପିସୀ ସଷ ଅସଦାମସମ୍‌ ମଷଟସୀମ୍‌ କଧଞଙ୍କ ଅଧି ।।୨୧୧। 

ଏସସସୀବୟସ ସୀାସawdTga Ro | 

ସୀ ଖୀଫୂଙୀ ସଷ ଉସୀ ୯୩୩%: ହୃତ୍‌ 
ଏକ ।। 


cat was aa oan | ଏ୩୯ଙସୀଙ |। ୮ଞ୍ଙ ହୁ ଖାସୀସସୀ 
୍ଷସ୍ୀମସଷ୍ୟ ହମ ସମୁ ଷଙ୍ ଷ୍କ: ସଙଙୁଷମଧ୍ଷକଟଷନୀ ସାଧ୍‌ | ଓ 
ଷଙ୍ସ୍ଟ ପହଧଙ୍କ ! rou gi — 

ସzCNU-U5TAM-U TH— 


ପୀ ଏକ୍‌ କବୀ ସୀ ଙ ନକ ୨୦୭ ହମ 
ପୀ“ ନକୁ କୁ ୧ ଅଷ ମତି କ୍କ ଧି 
ନ୍କୁ ନତ୍ୁଙ୍ ନ୍କୁ ମି ଆ ୮୮ କୀଟ “ଓ 
ଖୀଓ ସୀ ମିଞ୍ତ୍ୀ ଓ କୀଓ ସୀ ଅଖୀ ଖୀ 
ନମକ ନଖ ପୀ- ନ୍କ ୯ ଫୀ- କ୍ର ହକ 
ଙ୍କ ଓ କଫ କଫ କଙଝ ମତ କଣ ଏକ 
a- ff fife - ffg ff’ ସୀ କହ 


ପୁଷ ୟୁ ୩୩ ଷମ ଷୀତ୍ମ ଷ ମଧ । 

ଥି ଖି ୩୯୮ ପଏ ଅମ ୩୩୦ ୩୩ ୩୩ ।। 

ମି ୫୩୩ ଷଞ୍ପମିତୀସସସ୍ୟ ମୀଟ୍ୟ ଅଟ କଡ ଷଷ ଝି ।। 

ଖାସ ସୁ: ୩୩: ଝୁମଷ ସମ୍‌ ହମାଙସଷ ନଷପୀ ଏ୩୮୦ଷଞ୍ମ ଅୁନଦସୀଅଙକଆ ପହ 


ଅଟୀଙ୍ ଷଷାସମୀସି | 


ଖଟ — 


Digitized by srujanika@gmail.com 


cay 


5ଖା୩ଖାଞ: 


ଖ ଷ୍କାୀ୍az— 
ଖା ଗ୍ରଂଆୀ ସମଅୀଙ୍କ ମିଖୀ ସ୍ଷାସ ୪ । 
ବଞ୍ଜକଂଖ ଷିସୀକଧଆୀ : ଷ୍ଞଞପ ।1୧01..¬ 


ଖଷ ସଝ୍୍‌ଅ ମ୍ଆ ସଖର୍ଷମଷ ! (ଜୀ ) । ପୀ ଅଧ ସୀ ଏସ: 
ଞଙ୍ଗୀସ୍ସ୍ । ଆ ସମସ ଅଙଝ୍୍‌ଆ ଅମୁ ନନସଞଷ୍ଠତାସଙ ଷଷର୍ଗୀଏଙମବ । ଷଞ୍ୁମୀ 
ଷୀସୀମାଷକ ମୀଥ୍‌ ପି: | ଖ୩ ଷୃଡି ସୀ ଏଆ ପୁକ gR IA ପଧଷଙଙ୍TaE— 

ଷୀ୍ସଃ ଏ ୩୮୩ମ' ଖ ଅଙ୍ୟସAG: | 

ନିମ କୁଷଖଷୀନତ ।।?2 
THT aTelG qn ଖୀ: | ଷ ପସ ଙସTHAG: | ଅମ uacgarat 
ଏ: ଷନଧିଗୀ ଝସଙ; ସ୍ମ | ଏଂସଞ ସରସ ଆ ଅଖୀ %  ଅଷଏ | 
ଖଳ ସପ zZarf seat | age — 

୪ଙ୍ଷୀଗୀ ସା: ମଲା frୁସ ଙ୍ଷି । 

ନସ ଣୀ ସଷୀ କଷା ଆଦି ୨ଙ୍ଙ ୫ 


ଆୁଷୀଥ କୀ ମମ; | ସିମ ଅଃ | ସ୍ଥିମ ସସପୀ ଖାନ ଙସଙଷଦୀଧ ଏସ - 
ସ୍କୀଳି ଖସମ୍‌ 5୩ ୪ ହନ | 5୩ ନ g ଷୀଳସୀଷଳ ଧା | ଷ୍‌ — 


ଷ୍ଟ ସଝ୍‌ମିସୀ ସ୍ ଗୀ ପଠା ନଙୁଷୀ ) 

ସୁଷି କସ ଅଣ ଷର ଷ୍କ ॥। 

ମନ ସୁ ବଷ ମଥ ମୁଗ । 2 
ଷଷୀ ¬ ତୁୃଷଷମ୍ୁଷଙଷଙ୍କକ ଗୀତ ସୀ । 


1. କସ ମୀସ। 2. ମଷଣଷମୀଥୁକୁଖୀଙ଼ିମ ଅଖ ସୁଧ କଙ୍କଷ୍ସ ୱସଙ୍ଶୀ! ୩୪: । ଷର ଖମୀଷ୍ୱଙ 
ଖା ଖନି । 3. ଷ୍ଙକାଖଙ: ମଷୀଙଙଷ ଷ୍‌ ଅ୍ମୀପ୍ଙପ ଷଥଷଷୀ ଅଳି ମହମ | 
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\ 


fg: ହଃ 


୯ ପଡ ୮ ଷଫ ଅଧ ନୀ । ଷଙ୍ମ ଷ୍ଝି କଷା ଗଜ $¢ — aH aT: 
ଞ୍ଞ: | ବିସୀକନସସୀକୀଖଙ୍ଙୃଙା ଷଲୀାଞ୍ଧ ଖା | 
ସି ଷ ମ— 
ଷୀ୍ଝ ଶ୍ଲ ଆ ସଂଏଙା । ଅସୁଖୀ ଝଏଙ୍କଙଖୀଷ ଖୀ ମଷ୍ୀସ; | 
ଖୀ ଖୀନ୍ଗୀଙ! । ଖରୀ ପaf:aTR G0 ai TATA ୩୮୫୮ । ଖଟି eT 
ଶଷ ମଷ୍ଙ: | ଖୀ ଖପା ମଧ ସୀମୀମୀ ପଥି | ଖଳ 


ଖୀମଙସୀସ ଖି ଆ | 
ଖଟ ନକଷ୍ଷଷୀକ ଅଅଂ ଆମ୍‌ ସୁୱ୍ଷଳଷଳମ । ୪୨) 
' Hr ATE — 
ସମ୍‌ ଙଙୁଙ ଏଫ ୩ ଖା ୩୧୮୮ | ?ମ ଷ୍ଷି ଖର ଞ୍ଜ | ଖର ସ୍ପ 
ଷଷନ | 
ua ANAT — 
ହୀ ଅସ ନ ମଧ ୪୮ ଏସୀଷପସଷ: | ଏ ଆ ସ୍ସ 
ପୃଝ। ଖଞ ଅନଧfଷRa ଝା ଅଷସ୍ । ୨୪ପ୪ ସ୍ଞ ଫା ଷଷ୍ଠ । ଅ 
ଶଷେ ଖମ୍ଖୀସ Aree 14 cI ଓପୀ୩: ଏଂସସାଞୀ: ଖି ଅଷସଧ୍ ପ୍ତ 
a | ୨% . 
gare afafiard Hostel ଷsgaM: | 
arfreraraeg cfg: fea: 141 


ଝୁଲା ମକ: | ୪4g ଷ୨ଅସ୩ ଅଷଞ୍ୟ | ଷଙୁଞମ— 
୍ଞ୍ତଲ ଷଓଞଙ୍ମୀ ଖ ମଥାକୁ ସକକା । ହମ । 
ସସ — IN 
3ଞଙଝ୍ଆଞ୍‌ ଏଷ ଏର ଏଆ ଖା ଏ ଅଲା ମ: । 
ମସନ ସୟ ଷ୍‌ ନସ ମଙୁଗୀଙ ଖଞମୁ ॥ € 


]. ମସ ତୀ ! 2, ସଂ ଷର୍ଷ । 
3, ନଲାସେ ଅମଧ୍ସୀଂଷଙଆ ଶସ ଝି | 
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ହହ୍‌ TAHT: 


ଖୀ ମୀ ଅମ୍‌ | ଏତଞଷଷୟ ମଷ୍ୟ | ଯଷ ଏପଞଧଧ୍ପୀ ଆଫାଅଞସ୍ତ ଓସିଫଷ: | 
ଝୁ ମ୍ବୀମୀମଷଙଷ କ୍ଷ: ଝୟଧଷ କମମ୍‌ । ଅଷଷଏ: ଶଷ ଝୁଅ: | 
SAFE — 

ଖୀ ପୁ ଖୀ ଓଞ୍‌ଆଞପସୀଦ୍ | 

ଧି 1ST ge 9 ସୀ ଏ ଟ5ଙଃ ||] 
ଅଙ୍ଆ ଷଶ ଝୁଷଦଆ | ଖଙ୍ଗୀସୀଙ୍ପ: ୩ gat — 

ଖୀ ଙ୍ଗ ସମ flସଙ୍ୀ । 
ନସ ଅୃଷସଙ୍ ଓମ ଷ । ଏମ ସ୍ମ ହାଏ ଞଷ୍ାଷଙ୍ସମମ୍ୁ ଞଷ । 
ବଷକ ଧର ଏଙଫୈଷ ସୀଧାମୂସୀ ଆଖ | ଖୀ ଖୀ ଏଞଙ୍କୟନୀ 
କ୍ଷ । ସୀ 

ଏଷ ନଝଞଠ୪ ଞଙ୍ଆଙ୍‌ ଖ୩୩୩S fu । 

TVETLAIITRT ap IEF 115 
ହୁ saa! ues afaueaatatGvecseatଗ ବଞଙସ | 
ଅଧ ଖାଞ୍ମୀଆୀସୁସପ: | ୟୁ ସସ ଷମ୍‌ | ଖସ: ପୀନା 
ଝଖଙଷୀ ଷଷୀଖ ସୀଷୀସଷ ଓଙ୍ଆଙ୍ଏଏଃ {ସସସୀଷ: । ଷ୍ଠ ଅସନ — 

ଏସ ଙ୍କା ଖୁସ ହସ: । 

ସୁଷସସ୍ଙ୍ଧୀପଏଠଃ ୪୪ {ସଫ । | 

qu ଚା +ଖ୍ଷଞଷଅସସ୍ତୀ । 

ଏଷ ମଷଫ ଅଆ ଅଧ ରମ: | 

ଖାସ, ପସ ସୁ ଅଙ୍କ ।।ହ୦ା 


୍ମଷ ଷଷୈଷମ | 
ନ ଅସି ସୁ ଝୁ ପଡ କପ ଧିଷ୍ୁଙ୍କ ନ ନଗଣ୍ୟ: | ଙ୍କ ସ୍ସ "ମଞଷଙ୍ମନଙ୍କଗୀଙ୍ୀ ସମ 
ଓ ଙସଗୀସୂସଷୀ ଏଡୁଆଛ୍‌ଙ୍ଖଷମ୍‌ । ଷଷସୀମଙgRU ପୀ aq: 


କ୍ସ | ଖଷସ୍ଷୀମ ମ୍‌ — 


1. କୁ । ୨. ଏସ ଙ୍କା ସୁପ: ଝୀଦ୍ସ ମସ ଆମ ପପ୍‌ ସସ ଷୱଷଷଙ୍କ ଣି: । 
3. ୩୧୪ ହୁମଷ ସୀସା । 4 ୩—ଖଷ୩ଅ । 5. ଓପନ । 
6. ଓ ଜ୍ଞ ହମ ମୀସ । 7. ଞଞଞ୍୍‌ଙୌୀସୀଙ । 8. ଅଓକକଙ୍ଷୀ ଖୀ । 


Digitized by srujanika@gmail.com 


fre: rE 
ସୀସା ମମପ୍ଷ ପଙ୍କ ଅସ: ।। ଖି । 


୪ର୍ଷ ପସ 6 ସ୍ମପ୍ୟ | ଖା ଖୀ qIgyATIel va u0e: | ସୁଙ୍ପ- 
ଖା: ଅଂଷୀସୀନ ଏ: । ଯୀ ଖସ ସ୍କ ମସ ଷ୍ୁ କଷି ମଷସ୍ସ୍ିଆ ଏ । 
ସୀ ଅatTqaTatafy fଷଷ ଏ | ଖଇଷଷTaTat Hg | agmH— 


ସି ଷର ମରାଣିଏଙ୍ ସପ ନଙବ୍ ଥି (14 ଦ୍।। 


ମମ ଅଆ . ଧୀ: । ର୍ଷ ଅଦି ଅଧି ଏମଞ୍ଷଖ ୩ଳଷ୍୍ୀସୀ୍: ପସ । ଖା 
ଖୀ: | ଅୁଷସଞ ଅଷ— 


ETT ?ଞଝ୍ଖୀଷମ ସ” । 


ଆ ଖର କ୍ର (ଙ୍ଗ ଖମଷଷ ଖ୍ଞ୍ମ ୍ମ୍ଯଞ୍ମ ଓ 
ସTfEERTa0CGa0EFT ANAT aff ଖୀ | 
ଖୀ ଯଅ: ¦ 
GCYTNAFTFCACET TI aL o grag Rana’ 
grafedlgaggenetie Mae fase sR | 
ଝୁଖୁଷ୍ଏଡଯେଷ *ଏଙ୍‌ମ | 
ସଷଙଙମଞ୍ ମୀ ମସ ମଞସ । 
ସ୍ସ ଖସ ଷ୍‌ ଲୁୋଙ୍ୀଏ ଝଷ ମପା ଖ୩୩ | 
ନୀ ୪ ଖ୪ ଆ fT ମୀ ଷଷୀG୍tea alg SNA 
ହସ ଯୀ: । 
ASH YAT1— 
HET aT 
ଖସ ସ୍ଶ୍ଟଷ ଙ୍ଗ ଞ୍ଣା ମସଷଷମଅମ୍‌ । 
ଖ୍‌ ଧସ୍ଷଙ ରସକୁ ମନ ଷସଖୀ ମୁଖ ଞ୩ 
gra Tafa ar 


1. ୩—ମଖସୀସୁମସ୍୍‌ । 2. ଏଷୀନ୍ଖୀଞ କା ସଧ ସସ । 3. କକ ମପଞ୍ଟଏଟଖ 4. ଞ—ଏଙ୍ମ୍‌ 
ଖଷ ସସ | 5. ଏ —ଷଞ୯୩୩ । 6 %, ଏସ | ୍ବଙାସୁପଷୀମ୍‌ ମଧୟ ଝମଖ ୩୩୪: ଫମଷ: । 
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୨୪ Masse’ 


fagaTnfeaa gftafta’ geafafaeageafd ଖ | 
fa ଖା ଖ ଷୁଖଖୀଖୀ ଖୀ ଖଞ୍ଜ 
ସୁଖ ଆ ଖୀ ଖୀ ଖୀ ଖୀ ଖୀ ୮ ୮ 5 ଖୀ 1) ଅଖ | 
fade Fuge JER 

fu ଞଷସ ଞ୍ଫଖ କୁପୋ୍ଙ ହଷ ମଧ ଖୀ ¦ 
art — | 

ମୁଷସଙ୍ମୀ ଥୁଙ୍ୀଅ ମଷଲୀଙାଆଙ୍ସଖୀ । 

ସକା କକ ମଷନୀଙ୍କ ଅକାସୁ ଷଷିମ୍‌ ୨୩ 
ଖୀ ଅଷୟବ୍ ଷଏଙ୍ବ ଝୁଷଖୀ୍ୁତୀ । 
fe ମକ ଖସ arf: 1୧3 
୩ମପ୍ଷଓ ହସ୍‌ ସଖସାଷ ଆମ୍‌ କଂସ । 

ଖୀ ୍ଷଙ: କା ୩ ୧୪ ହମଧ ଖ୍‌ । 


Tia — 
ମୁଷ୍ସ୍ପ | 
ସଞ୍ଟଙଙୀଙ୍ଥୁ ଅନ ଧା: ଷୀ ମଆୱଝମଣ । 
ଝା ସ୍ସ fz fuT- PCE a 


ନୱଙସାଜ ସୀନ ଏଷ ପୀ: ଷ ଏ 
eT TAN 

ଥୁ ମତ । ମୀଂମୀଧୀଏ କସୱଷୀନ୍ଞ ସମ୍‌ | 

ଵଷ କ୩ଙh ! f୍ଞ୍ଙଲୀ ମୟ ମଞ୍ଚ ମମ ଶମ ॥ ୨ 

ନଟ ପୀ ! କଙ୍କ ମଧଏସଷଫଙଷୁ । 
ଖା fagqe:— 

ଖୃଷସୀg auf ପୀ ନମ ମ୍‌ 

qa ffaetaଖଙୁ । 


1. ମୃ କୁଆ: କପର ଞମଷ ପସ୍‌ ଝ୍ମୀଷଧେ ଷଞ୍ମମସସୀଳି ନୟ ଅହଷସ | 
2. କକ ଓକଖୁଳା। 
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Lan 


1. 4—utfaf 


fi: ହହ୍‌ 


ଖଷ ସଖା 
af ST Soar Tar ad faafg aଧfaan | 
ଖାପ: — 
fra ଖସ" ସୀସକୀସମ | 
fage:— 
aga ma aati fafa fanaa’ 
Hog uzaT Filyagengughiey | 
qfa— 


ghia agree ଞ 3୩୪୮୪୪୩ ଙ୍‌ । 
ଅଙୀସୀଞସଞଙଞଙ୍ଙଙ୍‌ । ଖା ସପ୍ନ: । ଝ୍ସୀ: କମୀସୀନ- 
୪: | ଏମଷୀସପୀ ସ୍ଫ | 


iaeag— 


farang ana: | ZagrgTegTgn | T— 
HET — 
fa ଞ ଝୁ ଖୀ ଖୀ ଚପ ହପଷର୍ଷ କମ ମୁଷସ 
ଆ ଓ ଝT fade Tanaris oar 
ଷଙ ଝୀଙ କଏ Mg ଅଖୀ | 
ପୟ %Sm-ed5 v0 AUTEN yeaa? 
ସରପ ସସ" ଅଖ ଖ୩ 3 ଖ୩ ଞୁଖୀ ଆଖ ସୁଖ ଖୀ | 
ସୁଖ ଖଞ୍ଚ ଖଳ ଖୀ ୪ ସୁଖୀ ଖୁ ଖୀ 
ଖୀ 3 ଖୀ ଖୀ ୩ ଖୀ ଖୀ a 
fg ମମ ସସଞମୀଙ ଅଥ 
ସମସ ଞ୍ୁଂଙ୍ୀଷ ଞଷ୍ଙଷ ସଗ କସ ଅଖ 
ଅଧ ଏ୪୯ ନଷୀସ ଅସ ଅଫ ପମୀଷ ଖୀ । 
ମାନସୀ ଝୁ ଖା ଞଖ 
ଖାସ, ଏ ସ୍ଥୁଃଷୀମନଙ — 
ଭକ ଖଙ୍ଙ୍‌ । 


2. u—axf 3. ୩ 
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ହି TNT: 


ଖୁ ସୁଟ୍‌ ୩୩୧୯ ଏଏ୪: { - ୩: ଆଖୀ: | ପୀ ଧୀ 
ଖୀ ଖଞ୍ । ଖା ସଙ୍‌ସAIUe ୩୩ ହଁ ୩ | 


ଷର ସ୍ଫ ଅବ: | ସରୀ ପସର: ସମଝ୍ଥୀ ଖା: ମଙ୍ଙ୍ଷୀ: ଞାଖଙ୍ଷୀ 
ଷଥସଙ୍ଷୀ | 
BST ITN— 

qf ସ ଙ୍ସr gga aTIgan 

ଷୀଞୁଞୁ୩' କସ କାୁଷ ଞଞ୍‌ ପାଷମତ | 

xo arfafa fafafa gar meqtuxogar 

ଝିଷ୩ ପମ୍‌ ପହି ଷୱ ଅଷୀଷତି 

afaasrgfcfଧ୍ୀ ୩୩% ଷର 

va’ gRafarfaataTud’ fas 

fara yqafiuary SorcTaaiaad (1 


ଖାଆ ଅମ୍ମଙ୍କକୀ ଞଏସ ଷଞ୍ଅସ । 
IE ATE— 
ଖସ: | ନଷକୁଏଞ୍ଳଙ ସୁ: ସଳା uMUagrgMfa qaig- 
ଶଷ | ସୃଷ୍ଙraAa fe: ପୀ । ଓ ଶmgageg fe ef | 
ଵଷଞ୍ଟିଷମୁ ଅଥ ଖମ୍ପଷଷସଫିଷ । ଖ ଅଷ୍ଧ୍ ଅଫ । 
STN AA— 
STANT | 


afar ftସଷସଙ୍ଖାଙ | 
ମମ୍ପିୱଷ୍ସସମ୍ୟଗ୍ଙ ଏମୁ |¦ 

ଙ୍କ ମଷ୍‌ୱସଂଖଖଳ୍ସଙଣଙା । 
ଝୁ ଏଞ୍ଞ୍‌ ଖସ ॥। 

ସସ ଅନଦ୍‌ ୮5 ସମ ॥। ମ୍ପ 
ମସ ଶସ କ୍ଷମ Ra 
ନ୍ୟୂନ ।। 
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fu: ୟୁଓ 


ଞ୩ ସ୍ସ fnafeaTANSsatraravg: | Hd ost fama: 
ଅଂସ: | ଏଂସଙପୀ ଏଥସ୍ଙପ୍ୀ ମୀ ହକ | 
grag — 
fନଷ୍: । ୃଷତ ମୋର ଆୟର: । ପୁଷ gSECV । 
agg T— 
fargarfag sxaafyarmaaqargmae 
ସୁପ ଖୀଞ୍ଷ୍କ ସଙ ମମମନଷ ସଷ ମୀ । 
ଛୀଷମଫ ମମ ସମସ ଅୁଂଷୀଷ ଫଞ୍ଚଷୀ ସଫ 
fa ଖ୩ ଖୁ ଖୁ ଖ୍‌ ଖୁ ଖା 
faଖଞ ଖ୪ ଖୁଣ ଅଖ ଅଖ ୮ କୁ ଖୀ ଖୀ ଖୀ ଖୀ 


ଖ୩ ଖ୮ ପ ଖୀ 3 
ଷଏମସ୍ସସଷ ଅତ 1 ଅ 


faaraaeayg fata fafaafamartaf cfu 
fa ଖୀ ୪ ଖ୪ ଖୁ ଖି ଖୁ ହୁଅ ୪ ଖୁ 
georeTasfaat Hioafafa 2 | 


£ ~~ 


ଷୀଷସମୃ୍ୟ ସପ ଅନୁ; | ୩ସସ ସ୍ଥ 1 | 
ଖାତା ବ 
` ଖଙ୍ଝା ମସ: । ଷପଷକୁଷଙୁଅୀ କୁ । ଖନା କଷି ଦବଖୀଙ୍ତଷୀନ ଆ । 
afufe: | 
ଖର ସସ ଅଧ 
HET 


ମାନ ପୀ ଏ୯ଥ୍‌ଏଏପଫୀ୍ଙ । 

qrimar qfrfmar xxugsaTes |) 20g: 11 
3 ର୍ଷ eg Tang Teg raga 
ଷ୍‌ ମଞ୍ଟ ମ୍‌ 1) ଅସ || 


ଶସ UA । ୨. ଞ¬ଞଓଃ: ହୁଁଷ ସ୍ଥ: ସମସ । 
ଏଷ ଷ ଷୀଏ ମକ ସବ ଷ୍ୁ ମମୀଙ୍ସଙ୍ଏ ଷ୍‌ ମଷଷ ଷ୍ମ୍‌ | 
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ହୁଆ ict Eaca 


aftsefudcufraaqe facta | 
ଝୀଷଞମକ୍ସମମଙୟଙଙଷ 1] 


H୧ସଞgTIECOT ସଂ । ଖାଆ ଖୁ ରନଷ୍ ଓଗ୍ର ରନ | ୩୩୮୩ 
ନ୍‌ । କୁ । 

 ସଫୀକୁ ଷଞତ୍ିମ ଆମ୍‌ ୁ: ମଙଙଫ୩: । 

ଟି gfe ନଳ ଖୀ: NN ୧ 
gf yet famdagatetfafa ଟି । । 

SIRE — 

ଓଷା: । ପମ ୍ଷଙୁ ଟଙ୍କ ଏ: । 

ମୁଷଜଞ୍ ଅ୍— | 
ଞୀବ ୩ 


ଖୁ ଖା ଝକ ଷ୍ଟ ଝୁ ସୀଧଙଷୀ ଖଙୁସ୍ନଙ୍କ ମଧ 
WITTY UIT WIESE TT ଜଷ af 40 ଝୀମଧଷ । 
OGYUTEITEITEIN FA AFA HE 
ଖୁ qu gafwo sea 3 FFT Hg Yeg- 
ଏସ ଙ୍୍‌ ଖସ ୩ ।] ଅ । 
ଷଳଓବି କମ ୨୫୮ ଅଖ ସଖା ଓ ସଖା ଷଞା ମ୍ପ 
aITgITgE acqgT ° 
TAH aT fgଖT Fhe az afr aT aT SR RFA 
qCH faa SooreTE afooeT | 
TSTRNHTYTIEINT | HA FITYATNSaTeATEVE: | TECTIA 
ଶୀମସବ୍ଏପଏ; | ୩57 ଷgT | ଖୁGସପସୀମଙ a1୩TନୀAa ଷ୍ଟ: | ଳ- 
ସୀନଖଷଖଷୈଙ ଉର୍ଷ୍ୀମୁ । ଷ୍‌ ¬ 
ଷ୍କ ୩୩୩ୀସୀ ଅଖ ନଗ୍ୱଙଦୀସଆୀ । 
ଖାସ ଶୀସନଷଷ ଶୀ: ଷଷ: ଫୁସ: || ହୁଏ 1 
ଖଳ ଵ୍ୟକ୍ତି ଖାସ: ପଣି ମୀ || ଝି ।। 


1. ଲା ଅସୀ ପପ ସସ । 
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fa ୩Tu: ସୃ 


୪ ସମ୍‌ ଆଂ ଶସ ଅଟ ସୀସଅଷପୀମୀ ଖିଅ । ଓଏଅଥି । ପୀଳୀ ମୁ ସ୍ସ 
fa ମଷ୍ଷଙ: । ଅନ୍‌ ଅନ ସୀଖଷ୍ଷାଷୀ ଖୀ ଓମ୍ଏଖଗ ଥି ପୀ 
କ୍ଷମ । ଅଞ୍ତ ନିକକୀଙ୍କ ମସ ନମଆୀଙ୍କମମ୍‌ ଷଳଧ ଖୀସଞଷପୀସ ag 
ମୀ । ଅଧ ଅଖ: ସାପ": । 

apie — 
ଷଏଓାସ୍ଖ | ମୁ ଷିସିନଙଖୀଙୀ । ଷୀଙ୍କୀୁ୍ଷ ସୀ ଖ୩୮ସ୮କଷ୨୪ଙଷଖ । ଷଷୀମ- 
ସମସ | ଝିଆ ୩ ୩୩ dames ateat ad | Hateat gancardgTI- 
ସୁଖୀ ଷର । ଅଅସ୍‌ମୁସଙମଷିଥ | ଅଧ ଏକପ ଏସ ଖୀ ଆ ଖୁ ଷ । 
ର୍ଷ | ସମଧସୀଙ୍ଫ ପୃ | 

Hate FEFPATE— 
ଙଞ୍ନୀ ଷଓ୍ପ: | ଅଞ୍ଜଳୀ । ମସ୍ତ ମମାଶୀଣିଷୀତମପମୀକଧଖମୁ । 
ଅଆ | ଅଳ ମୀସସ୍ୀସଥ ନନା ଷଅିଙ୍ଷ । ପୀଆ ୪୩: ଷୁଙ୍ଂମିଗିସୈଷ 
ଅଆ ଅଆ ୪ ଖିରୀ ଅମି । 


ସୁ 


ନ ୍ୁଙ୍ସପ ସସଙ୍ମଷସ ଅମ ଧସଷଉସ୍ୀସଅ । 
ପରଙ୍ଗମମତ୍ପଙ ମଷଷଷଠସଷଧୁସୀ ଅଷ୍୍ୁ ମମ ।। 
frfafa pafa SR A 

ସଙ୍ଗମ ଅସ ମଥ ୪ ଏନ୍ଣ୪ ଆ 
ଚ୍ଗ୍ୱମଙ୍ଷ ଷ୍୯ସTIf PS Ra | 
{ସ୍ସ ମଥିଞ୍କ ୱଷୀଷ arg fag me ମମ ସୀଂଖମ 
ଏଷ aSfGମଂଷଓମସସୀ ?!ସ୍ଷଷ୍ସମ୍‌ | 
ଞୁଞ୍ୱ ଷଞୀମମସ୍ଖ ଉପସ %ଭୋଙ୍ଷଙ ଷ୍‌ 11 - 


ଖମୁଷଷଙ୍ବୀସୀ ସୀ: ୨୮୪୩ ଅଷମଦମୀମୀ ଖ କଷା | ଖ୩ଙ୍କଖୀସଷ୍୍ଆ ଷମଷୀଙକ । 


ଓNHMNMTNT— 
ଙମୀାସଙୁଗୀସ: । ଗୁଖସମ । ଅଷ୍ଞ୍ଞସଞଙଙ୍ମ୍‌ । 


]. —ମଷଞୀଷୀଙଙ୍‌ । 2. ଏ—୪ନଷୀସୀ ସସ ସ୍ୟ ୩୪: ଗୀ । 
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ସ୍ଥ ETT: 


HSN TAT— 
1 ଝୁ | 
ନ୍ଦ ସୀ ସଙ୍ଗମ ସଙୁଷଓସମସ ଉଖୀ | 
ଖୀ ସୀ faauge Ig HT | 
ଖା 3 ୁଙ୍ୁ ଷ୍କ 2ିଷମ ଖସ ଗୀଷ୍ପୀ । 
ସୁମ ପଞଞ ପଏ ଖତ ଖାଞ୍ଟୁଂ ଖଳ । 
୩୪୩ ୫୩୯ ଗୁ ଷସ୍ତ ସୀତା ପଞ୍ଚ ଖା ମକଷୀ ।। ଅଖା 
argon fas Rasa Tf 
ମ୍ମ ଖୁ ସତା ଲୋଙ୍ଂଙ “୧୦୩୮ । 
ଖାଆ ଷ୍ଟକ ଞଏଙ୍ଷମୁ । ଷଖଗସୀସଃ ପସ ସମୟ ର 
ନୀ କମୀ ଷତଷ । ଖୁ ସୁଙ୍ବୀୀ ଓଡମୀମୀ ସକା କନ । 
ଷ୍ଷତଧ ୩g — 
ଷ୍ଷଷୌ ଝୁଷୀ ଫାଷସଫ ଶୀ: । ୪g gra Tara GTGT NET 
ଏସ୍‌ଷଷିଞୀ ଷ୍ଫମଷ ପୀ: କମ: | ମକିସ | ତୃ ଅ ଷ୍ୀ ଅସମା 
କଷୀଧୁଫଝଙୀ ଷ୍ଷଂସଙୀ ଷର ଷଷ । ୪g — 
ସୀ TTA — 
TTA ସୁଂଙ୍ୀଷସ ଥୁ qo arg ef Surfed 
ଲାatayuak fr at aeesgaTIeT ଷ୍ 1 
SATU frre Tag afaa ghia aatat 
ସନଙ୍ସନଙ୍କମ ଖୀମଚଙ୍ସ କଷି ଅଟ ଅଜୀ ମୃତ ଅକୁ ଖ୩ ।। 
ଖୁସୀ: 11 
ସଙ୍କର ହୁ ଅ୮୮୍ଏ ନଙ୍ଳଷୀ । 
ଦିସ୍‌ ଗ୍ଞଧ ଅୁଙଏ ଆ ମଙ୍ଗସ୍ଷଷମଖୀ ।। 
୩ fଙ୍ଷଙଙକଙ ଞ୍ଜ ଷଷଟଷୀ । 
ଷ୍ଷ ଫଞ୍ ଷମ ଏଥି ୩୩୩୩ 


1. —ମ । 2. ଏ——୩ଝୁ ମା ଅଆନଙ୍କଖୀ । 3. ଏଷ ( 4. ଏଷ, 
୩୩୩ । >. ଏ—୩୨୮। 6 ସ—ଏଷ୪ଓ୩୫ ପସ ୩୩୩ । 
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frfଫgu: 


ମମିସସ୍ମମ ସଷସଷସ ଝି ଅୁଝ୍ଟଖୀ | 
ନବମ ସୀସଆ ଅ4ଙସଞଏଙ୍ଷୀ ।। - 


ମଧ ସ୍ମା ।। 


ଖୀ ଅିଷନି ମମ କ୍ୀଙ୍ମ ଙ 
ଷର ଅଧ nO ପମ ମତ 
ଖୀ ନୟ ଅସ୍ତ ୩୩ ଓ୩ହଞଝ । 


ମଧ ଖାପ: 
ଅିସ୍ଷ୍କ ସୁମ ୩୮୪୮ 
FYATTNT ଧା 
ଏ ଅମ ଷିଞ୍ୁ ସୀ 
ଷଷ୍ଞ କଳ 1୩ ଖୀ ।| 
ଞଷ fage: ।। 


ଖ୮ ଖା ମଂଙ୍ଗସନଙ୍କସ ସୀ ୮୮୮ ସତ ?ଷ୍ଷ ଖୀ 


gf af: 


ସପ୍ତ ଖଟgaft Maar | 
ସକ ୪ କଙ୍କ ଙ୍ଟଙୁ ଷ୍କ ।। 
ଥଷୀହ ଅି୩ ଅ୍ ଖୀ ଏ୩କୁସ୩ ଷଞ୍ସଣ | 
ଯୀ0ଖୀଫ “ଖମaxg ପଙ୍ସ୍ପ୍ଂ RE ।) 


ଅଖ ୪: ।। 


ସାଞଥୁ ଅ୍ସମଞ୍ସ ୨ସୁଟଙ୍ଗୀସ୍ସସପୀମଟଙ୍କମ 
ଆଖ ସଞ୍ଠ୍ମଷମ ଓଵ୍ତୀ ଷମୀଞ୍ସ ଅଞ 


farfafiaeafigagrat 
ଷୀଖଧଷଷୀଙ ଞ୍ଜ ଖଞ୍ଜ 
TsuTfaghid gEfafiydsee go | 


ee 


sfa fark | 


1. 4—ଞୀସଖ୩ । ୬2. କଞିସୁଷଖୀ । 93. %, ଓଷା ଷିଷ ସତା ଖ୩୩ ୟ୩ୁସ—%, ଏ 


4. 5, 4a —%, ଓ | 


5. ଙୁଟଙ୍ଷ୍ସ ମସ 
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ସହ 


ଦ୍ଦ iste atat 


page ff oqeefrtaan | 
ଷସ୍ଧଏ୍ରଫସଲଞ୍ମ୍ୟତ ଖୁ ଖଷମୁ ।। 
ଷ0ସୀଫ ପୀ ୮ସ୍ଷ ଏଡୁ arf ! 
ଷୀ୍ମନଙ୍କି ଦି ସ୍ସ ସ୍ସ ସୀମ୍ବମନମସଷ୍ା । 
ଖୁସ ଏପ: ।। 
ମୀଷ ପକ ଅବ ଅସୀ 
ଖାଵୀଙ୍ଷସଙ୍ଷମଷସ ୮ 
ଏୀସସ୍ସମ୍‌ ଷଷ୍ଟ ଝୁ 
ସୀସଞସଙ୍କ ଞଞ୍ତ ନ୍ତ ଧା 
ସଖା କା । ତୀ ଅତ afafe: । 
ଖୀ ଷଙଞ୍ ମନସ୍କ କଏ । 
ଙ୍ଖ ଖାଷଗ ଅଧ ।। 
ଝନଷ ଙ୍କା ॥ 
୩୩୪୮ ୩ଞ୍ମଙୟ ଏଏଥଞଷଷ ମଞଖ ଷ ୩୩୪ 
ସୀ ଝଡ ଏଙ୍ଗା 
ପୃଞ୍ଷଷଳଷ କୁୀଙ୍ଙଷଙଖ {ଗସ 
ମସ ?ଖ୮୩ଝୁଷୀଏ% ୪୩ | 
saaTNSsaTy: | 

ଙକମ୍ଙ୍ୀସମ ଦର ଷଞ୍ସ ବଟ 
ଆ ଖଷକ ରଖ ଖା 
gsqqfomt fhe ଖାପ 
ଝୁଙ୍୍ଗଙ୍କ ଙ୍ଖ ଥା । 
aa tas gr arf 
ug tga fafa 
If fe qq fp 
ଖାନ ପCUo | 

ଞୁଖଷଙ୍ଖୀୀ | 


es 


1. fg fu afar: gf qr: 5 ga ଖସ । ୨2. ୩୩ । 
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ରଶୀ: ଦ୍‌ୱ 


ଙ୍ଗ ଝିଆ ମମ | ଖେ ଅଷନପେ ସୟ ୩% ଆୟ | ୩୨ ୩” af 
alegg sf reunion Fa a139; | auTeAsfy ata: afd aq— 


ସସ ଏ age: qe fqaTgamaୀ | 

ଅଙ୍କ ଓଙ୍ଷଙୁ: ଞ୍ଜ: ଲାମଞସଷ: ।।୨୯। 
କୀ ବଙ୍ମଷାପଙ fi । 

aT STG TF ATT. 112811 

ଝଷଙୀସ ମ୍ମ ଫଙଙୟ ମଷଞ୍ସନଙ୍ସ: | ଅଆମ୍କଗୀ । 
କାସ ଖୀଞ ସହ ପଏ 37 || ଏତ] 


ଖୁଆ କମ୍ୁମୀ ଖୀସ୍ୀମୀ ଅଟ ଷଙଞଙୁଆକ୍ଷ କସ୍ପମଙ୍କୀ ସମ ଝମଷୟ । 
fଞ୍ସମଙ୍ଗସେ ଅa TN aTT Carag — 


୩୩୩ ସଗ ସସ ଏମୁ | 


ତାଙ୍କ ସ୍ଥ ସା କୀ ଆମ ମଧନ୍ମଙ୍ସ ।।୪ ୨ 


3a" ପୀ — 

HSTAN 
gona aude iT fagafagaet | 
geafa ggurgfiagrflanuaatieT | 
gq frerfae ura aag stat | 
ସମ cg ନ 1} 

% S୬୩ ± ୀଷଙ୍ଙ୍ମ ୨୮୨% ? | 
fagyefarefaghtaag faeafd Tus ( 
ସଙ୍ଗମ ଷଂ୍୍ଟଙ୍ଷୀ୩ମୁ | 
ଦ୍ଞ୍ଙୀଙମୀଷଙମ କ୍ଷ ସଳଖ ସମୟ ॥ ରା 
ସା ନନ୍ଦ କଙ୍କଙଙ ୍ଷନନ୍ଇ ଖୁ । 
faygrgafaawsgia wafacan | 


1. qf । ୬୨. ଞଙିସଷ। 93. କଁ । 
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ହ୍‌ MATE: 


Ud ETF IGTa fran 
aIfaqagq aR nଷଞ୍ମଙ୍ଗଙ || 


୮୨୮ ଙଙ୍ଷୀ ଏ ଖୀ ଝୁଅ ଙ୍ଖ । ର୍ଷ ସମସ ଷୀଉୟ କୁ । 
ଞୁଆୀଦ୍ଷ: ଷ୍ଷ ପୀ ୨5୩ ଏର | ଅୀ0ଷ ef ଖସ | ପଷ— 


ଖୀ୍ପସୀଙଷ ଫଁ ସ୍ବ ମଷଷଫୀ ୭ ଅଝିମୁ । 
୮: ଷଶ ଖସ ସଙ୮ଟ୩୪୮୪ ସ ।। ୧୩ 


ଝୁନା ଦ୍‌ କୀଞ୍ସ୍ଞ®ଷ୍ନର ସମସ ଟୀ ମତ ୍ଗମୁ ମ୩୩ | ଖୀ 
UATE TI — 


waft argo mara fafagreaiy | 
୩୩୩୮୪ ଷଷ୍ଠ ୪ ସାମଶମ୍ଧପୀ: 1153) 
FRG? ue: Nga: | 
afafayen! ue: IgT AATF: 1୧91 
ଏପ ସାମୀ ୪a: | 
AY HsUg AfaeqT uauaT vy! 
Tufail argATN: | 

ଏପ ଖି ମୁ ଏସ ଏସ ଏହା ଶଷ ୧୫) 
array fran age TaTa: | 

ଏ ଏଥ ପୁ 5 1p qi ପୀ ।।୨୪॥। 
ufgaToe୍a?: ଷର୍ଷ ୪: ଷୀଳଓ0ଙଙ: | 
ଖସ ମୁକ ଷସଂଖୀଙ ଝାସ: ୧୯ 


fa sgpoqTaagaATaeINagd ateafiral aa foaled: | 


1. 4—trqi Rafat | 
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ଫୁଣୀସୀଖାଷ: 


game — 
ସଙ୍ଷଙୀଦ୍ସଞଙୁ ଷ୍ଵଙମିଷମ୍ । ଖାଷୀଙ୍ସଳଣଥୀସ୩ଆ ସଙ୍ଷିଙ୍ଞ୍ଷୀ ଖୀ“ 


{ଫ: । ଆୀସସ ଅ୍ଖୀଷୟଅଙୟ । ଅସ ମିଷମୀ କାମ ମ ଦଏଞଙ୍ଖୀ । ଅଷିମ ଅତ 
averfafaaatsaxumarfgaraaasi ararfiraa: aarfz— 


TTI ANTTNO C5aTଙ୍ 


ସୀସମୀମଙ୍କସ୍କମଅସ | 
ଆମ୍ଞ୍ଫକୁସଙଙଷସପ | 
ସ୍ବମ୍ଗ୍ସବ୍ଗମସୀଟ୍ି | 

EAC MES GANT beste 2 Cac 
ଖନମମ୍ଞମୀଙ୍ ମସ । 

ସ୍ମଷ୍ ପସ ଅଟ ।। 
O୦0 Ufc | 

STAG FN | 

ଖୀ ସଳଙ୍ମଙଙସ | 

୩କଙଆଷ ନ୍ଷୀମ୍ସଷସ । | 


ଖୀନମନାଣିଞେଷମରି ପମୀ ଧଧଞ୍କସ୍ଙଙ୍ୟଙକଗୀଙ୍ୟସୀ ଶସ ag hg- 
ନ୍ସୀସପୟ । ଷୀଙ ସ୍ର ଅମ୍ଞଙ୍ସସଷୀଆୀଙ୍ସଷଂଷମସୀନଷ ଏ୦ ଞୁଷଜଗ କୀ 
ସ୍ମ୍ୟମତଷଷ | 
ଏସବୁ ଷ୍‌ — 

ଷମୁ ଆ୍ଷପ୍ସଷମୁ । ମଚ ୮TH AISTTU NTT ଷ୍‌ । ୧4୪ । 
faସଏଙ୍ୀ ଏବ ଗମସପଞଞ୍ଷୀ । ମା ଷୀସୀଙୀ | ଷୀସ୍ୀବ୍ୀ ସମସ । ଏଙ୍୍‌ଗମ୍ଞଷସ 
ଷଙ୍କଣଶସଥପଙy ସମ୍‌ | ପଷ୍ଫେଆ ଷ୍ଠ ଏସୁସ ମସ ଖଟ - 
gaara | agEn— 


1. ଞ—ଷ । 2. ଏ କକାସଙ । 3. କକ । 4. କ—ସ୍ଷ୍ସଷ । 
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ହି Thane: 


ଏଞ୍୍‌ସକାଆୀ ମଞଙକଆୀ ଖୁହ୍ମମଖୀକ । 
ଖଂଳଖଷ୍ୀସଙ୍ସଧେ ସମସ ନରି: ପା 


ରସ ଅଝ୍ଷୀସମଙୀ ସୀଂଷଷୀ |] ଖଟଆସଏଙ ଷ୍ଷଝ୍ଙ — 


ଖେହ୍ର୍ଗ ସଖୀ ସର୍ଷଜଷଷଷ୍ଷୁ । 
ଖୀଷର୍ଷଟଖା ନ ୀଙ୍ଆସଆୀଏ ଅସି | ।ସ 
Tg — 

TOF 
ଙସଷୟଷ ମଷ୍ସୀ ଙ୍କ କମ | 
ug ସୂଙ୍ୁଷୀଷସସପ || 
ଙ୍ଷମଧସୀ ଅଧ ଏର । 
afaqqagfzanafus ara 1) 
ଖସ ୪ 1 ଷgfଙ୍a | 
ନସ ଷମଷୱ || 


ସୁଧ ଷଞଷୀମୀମଙ ଶୀସଖ ୧୪ଙସ୩୩T୮ । 
faarpeiat— 
fase 5THrIfuITags | aT a ଛାପ) ଖଷୀଙ୍ଲ ୟଙ: ଷମଷ: | 
ଅପ frqTagsqetaracoueT faamaTtal BGT: | sq — 
HST 


୬ ୪ମୀଏ ଷ୍କ ଷଷ †ଙ୍ସୀଗମ୍ ଷଖୀ ଧୀ । 

ଷମୀ୩ମଧ ସମ ଅଧ ସୀ ଞଞମୀଙ୍ମ ସଷ ସାଙଆୀ । 
୮ ଷଥୁଖ ଷ 
ଖମ୍ବ ।| = || 


1. 5, 4୩g aq | 2. ଖୀ | 
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ଫୁ ଞ୍ୀଙ: ସ୍ତ 


ବି ସସ ଶୀଆୀ ସସ ଝିଷ ଷଷ ନ୍ଖଙଙ୍ମ୍‌ । 

ଏସ ସୀ ଏଷ uqଷଷଡ gO ଷଞୀ ।| 
faaqqtfaasea: aga ag afugne fa dacaragaTacigd- 
ଏ୩ଙ୩ଙgଖ | ଷକ୍ୁଙୟ ପୀ 

ସଝTTo 
ଖାସ କ୍ଙ୍ମ ପୁଷ !ଅୁଏଓଟ ୩ ୪୪୩ ୩ । 
ଷଁ ଖମ୍ଚଷୀସ ମଧ୍ଖ ନମକ ଖସ ୩୩୯ ୩୩ ।। 
ଟନ ff କଷ୍ଗ ଅଧ ଖତ ମାଖ । 

ae! ate TE 8 ପୀ ଷୀଷଙ କମ ଅଞଁ ଷ୍କ 11 ଆ ।| 

୩ ଞ୍ଚ ଶଙସପସ ୩୩ ଅଫ ପଏ ଖୀ | 

ଛଦ୍ମ ସନମମ ଙୁନଁ ୩୫୩୪୩ ଖଞ ଏସ୩୮ଃ ଲସ ଅସୀ ।| 

ଝି ୩୪ କଝଷଙ ଷିଞଞସ ମୀ କୁଆ ମଙ୍ଗ ସ୧୪୩୯ | 

ଖୀ ଝୁ ଖଟ କକ ସ୍ପ ଏସ ଅଧ ସୀ ଏଏ୩୩୯ ।| 

ଭୁୀଙ୍ଙ ଷ ମମ ଅମ ମସ ଙମ୍ୁ ମ ୩୯ ଆଖ । 

୩ସୀ ଅଷ ସମନ ମାଞ୍ଚ ଅ ମୀ ଝୁଷଖ୍କମ ଷ୍ଠ ଅଫ !| 


vafma ugxufatat nelsfasacagd famfary agi JcTaxnT | 
Haq — 
୬ ଷର ଅୁଷୟଙ୍କ ମଙୁଷୀ । 
ଅୁଷୀ ମିସ ମଖସାଷୀଞୁଏଙ୍ଷମଧଂଙ ପଥ । 
ଅର | 2ଅଙ୍ଷମୁ ନ୍ନ! ଷଷୟଙ୍କାପମୁ | ଅଧିନ ଅୁଷୀଙଷ୍ପଙଙଷୀ ଷଷଷ । ଖଟୁ 
4 ଏସ | ଷିସଷ ଆ | ଷୀgୁଫ ୨2 ଖଂସମସମୟ:"¡ ଅaa ‘qT fag: | 
Tau "ସପ a parame | 


1. ସୀ—ଦ୪ଏଥa ଝି ସ ସସ ଅକ । 2. ଏସ ମାନସ । 3, ସଏସଙ୍ଷମ୍‌' ସୀ । 
4. ଏହ୍‌ 5. ®—ଳdetafaaT: 6. a—gffket 7. G—ସ୍ଖୀସ ଗକ ସମସ 
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ବ୍୍‌ଆ Tas: 


ଖ୩୮୩g—ଖ୩ଙ୍ଆଞ୍ଯୀନ : ଆଙ୍‌ ମଗନ: । ଖଟ 'ଝ୍ଷ' ସଙ୍ସସୀ । 
STEIN — 
aan 


ବୀ ମ୍ମ ଖସ ଖଞ୍ଜ ଷଙ୍ାଖ 

୩୩ମ ଖାସରୀ କଟି ଷ୍କ 

ଖା ମଷଙ୍କ ମୃ୍ସ୍ସ ମା ମଙ୍ଗ ମୁଖ ଓମ ମସ ଷଞ ଷ୍କ 

ିଷଷ ସ୍ମ ଷୀମପଷଦ୍‌ଞ ନଧନସସ ଙଞମ ସଖା କସ ଖଧ ଦଞଂ ।। ମି || 

ନ୍ଧ ଅତ ମୀ କା କୀ $ମଙ ଖସ କ୍ସ ଏନ | 

ଝୁଖୋ୍ୀସ ଅହ ଓମ କଶ ଖ୍‌ କବ୍ଷ ମା ଏ ଙୁଞ ଖାନ || 

Taig — 

grag gh: qrefgfaar aHaTHaT | 
ମୁଷୀ ଆ ଖତ ଗୋ । ଷର୍ଷତ ଅତ ସୀଧ ସୁମଷ ସବ ମହିଷ । ସ୍କ ୩୩୮୯ଖ୮ଙ୮୮୪ 
nfafgcer: | TUG — ପୋ ୍ଜଷସୀଙସ ଦଷସସମସୀ ନ । 


ai qamarataeseqals rate a ଷଙ: ଫଷସଞଯ | ଅଟ CAE: 


ଏ ଷ୍ଶ୍ୀଧ୍ୟ ଖୀ: ଷ୍‌ {ଷଞସ ଉର୍ଷ କୀଟ ଖସ: | 


ହମ ଅୀଙୁୀଙ୍ଗୀସଅସ୍ତଧସୀଷଷ୍ଥଙ୍ତ ଖାସ af କୀ 
ଫୁର୍ଫୀଞଏ: । 


1. ଖସ ଅମଦଖୀଷଙଷ ଏ uR— 
afafaioicaT 4a: Mr Taf: | 
ଖା ଅଫ ଷ୮ ୩୮ ୩୩୮୩୩୮ ସନ: ।। 
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ସଷ୍ଧାଞୀଙ: 
ଖା TT — 

୩୮ ୩ଖ ଖପଞୁ ସଅଅଆ ଙ୍ଆ ସ୍ତ | 
ଶମ ମତ ୩୫ଙସ ସଅଙ: ।। ୨ ॥। 
ଖୀଫୀଏଫଆ ସଷଙ୍ ୩୩୩୩୮ ୩୮୩ | 
ସୀସୀଳିଶମଷ୍ଷଂସ କସ: 11 ୬ ।। 
ନିୟୁ ସଦ: କାମ କଷା ସମ ଝା । 
ପସୟଙ ୩୩ ସୀସୀସପସ୍ସୟ 1 3 11 

ପୟ ଷର ମୁହ ଙପ ନଷଙ୍ୟ ¦ 
eg Cv ସ୍ପ ୭0୮ ମୁ ପମ୍‌ 1) ହୁ! 

ମସୁଏଷଙ୍ଏଂଷ; | ଷୀସୁଏଆ ସମସ ଷଙାୟ: | ଖଟ g— 

1ସଙମୁଵଂସଷ ୩୪ ପାସ ¦ 


ଏଡସ ୍ ୩୩୧! ମମୀ aTa | ପମ ଥୁ ଅପ ଅଫ୩S- 
ମା! । ୩୧ ମୀମୀମନସଷଷୀଂଆ ଅଖୀ: ପୁଷ: କ୍ଷ: । କୀ ଷଞ୍ଙ୍ଗଷଷୀ 
ନମତୟଖୀ ସଙ୍କୀସହଅଙ | ୮୩g ଏପ୍ଷଅଙସ | ନାଫ ସ ଅଆ — 


2 ଷଙ ଶଷ ଅମ ¦ 
ଅ ମଷୀ କସ: ଆନଞୁତୀ ମଧ ମଷଙଷସ: (। ହ ॥। 


zg atsfariaY atarg faarfeffunT dd: | 
faarfafga1or argu: Te fachsd: || 6 1 


ଏଥମ୍‌ । ଖା ଅଝକମ୍କୁ ସସ ନଅଙ୍କ ମଆୱଫବୀ ଫୁ ଷଞ୍ଷ ଷଙ୍ସ । ଖାନ 
ଷର ସଂଖ ୩୮ମ୮ ଖସମ୍‌ ଉୀଦୀଗଞ୍୍ୀଧଷସଧ୍ଙ୍ସଗୀ ଷର୍ଷଗମଧ ଷର 
ଷ୍ଟ । 


1. ଖଡ଼ ମନାଷେ ଝୁମ୍ଚିୀଷକସ ଷମଏଷୀ: ମଗଦଷଆ ଷ୍ଫୀଷବସୀଙ୍ (3/ଦ) ସ ମଝି । 
2. ସୋମ ଖୁସ: ଷ୍କ ନଗଷ:? ୪ ଞ୍ୀଷମୁ ଅସୀ ଅ୍ୀସଷୀଏଙ ମସ: ଆମ୍‌ । 
3, ,ଞ—‰ସ୍ଙ । 
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ୱo AAG: 


ସପ: ସୁମ ଅଧକ । 

ଖୀ ରୀ ୩୪୍ଙା ସଖା ନଆଷୀ ମୀ ।। ଓ ।। 
୩୮୮ ଆୋର୪ସ ଜରିଙ୍ସୈ ଉପ ମୀ । 
ଖ୩ମ୍ଷଙସପରୟ ଷଷଫ ପଙ୍କ ମ୍ଧିପ୍ି । ଆ) 
ନଙ୍ଷଷେଙ ଷଙଆୀ ପଝ୍ୀ ଷଜୀଷଞୀ ମଥ । 

Ha TT Ne ମୃ ଖଷଖକ ନିଞତ! ।। £ ।। 

Tela —- 

ଖୀ" ଅଞ ମଆଷୀ ମୀ: । 

2 ଗୀମଖଙ୍କ ଷଙ୍ ଧର ଖଞସ୍ୀୀଧୱଷ ।) 

ସୀଞଆ ଖଷଷୀgG?ଂ ଶକ ଷମNCaE: 11 ୧୦] 


ଖାଆ ଅଙ୍ଷଝ ଖୋ ଅସି ପଙ୍ମୀମ ୀଗହଷଟଷ %ଙ୍ଟଧ ମା ଅଖ | 


ଷୁଞଆ ଶୀଳ ମୁ fanfsaf aT ? Hf gg FOr waa friar ea ga 
ଖଷ୍ ଖୀ | ମର୍ମ ଞ୍ ମତଷଶନତସ ସୁଖମ ଏ ଖୀ: ଏସ । 


Tel UOTaT ଅଫ ଖୀଞ୍ଆ ଅମ: | 
ପଙ୍ୀ ଞ୍ଚ ଅମ ୨୪: ଷମଙାସଫଞଙ୍ଷସୀମ୍‌ । ୨୧ 1 


ଅଥୀସ୍ଷୀସ ସମ୍‌ ଅଧ ଏପଷ ଅଙ୍ଗ ଶଷ: | ଅ—ଙgatlrate i 
ଷh୍ଙଷ୭ ୟା | 


କୀ ପୀ ୮୦୩୮୮ ୩୩୮୩୮ ଏଷ ପହ | 
ନଆ ମ୩୪ରି ଖୀସଙ୍ଙ୍ର୍ଷୀଖ ଅଃ ମୂ: । ହୃଦ୍‌ ।। 


ପୀ? ଏସ: ଧସନରର:? ଝୀଷ ପୀଷମୁ ଅମମୀଷଙ୍ଆ ଖଷୀଙ୍କ ପୂମିସ: ଅମ । 
ମିଖୀ୯ପୀଙ' ଅଅସ: ଟୁ” ଖନି ଷୀଷଙ୍କ ଅଚସୀସଙଆ ସପ ଆଏ: ମ୍‌ । 


ଙ୍କ) "¬ ଷ: 
3 ଷେ ଅନସସଙଆ ଷମଖଞଙ ପସ: ଆମ୍‌ | 


ଓ ¬ 
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J. 


Aiang— 


ସ୍ସ: ୟ 
ସଞ୍ATI#+4 ଆଥ ଅଆ: । ଅପ ତ ସସ କୁ 
ସୁଷୀଙମଆୀଙୀ ଖସ ଅଷର୍ଷ ସଷୁଞଷ ସମ୍‌ ମଙ୍ଗ ୁଷସ୍ଷ ମଷ । 

ଫ୍ତ କଫ ଞଧଖଙ ଖଞ ଗଏ ୮a ଅଫମସସ୍ ଅଆ ଆଳ ସଷ- 
ଝୁଅ | ୪ 


farfiraaatsiaaagd panda ଅarf୍ଗୈଧ ଅଫ । ଖଷଷ 
ଖଚମଷ୍ଷୀଙ ୫5 0୩ଫ ୩ କପ — 


arma anaufie fafa 
ସ୍ୁଙ୍ସ ffaagr fama 
ଖଳ ପୀଞ୍ଷ ୨୫ ପଟ । 


ଷମ୍ୟସଖ fagal— 


ଆ ଅଥ ମନ ସମା । 
ଝଆଙୀ ଖ୍ଙଷ ଅସମ ସଞ୍ୁଞ ନଅ | ଶପ 


ପୀ ଖର ଅସୀ କହନ୍ଷଞୀ ଅୁସ୍ଳଖ ପି ମଷମସତ ଏ 
ଝା କବୀ ସମ ଝଙୁଷ ଖସପଙ୍ ୧୮୪୮୭ । 


୪ ସଙଅଷୀଙ୍ଆ ଅଶଞ୍ୀଷଷୀଙୀ କୁଷୀ ଖସ ଷଟଷସୀଝସୀଧ ସ୍ୱଷ ମୟ । 
ଖଷ: ଷର୍ଷିଷଧ୍ ଖୀ ଅଷଷ: ଅତ । ଖମ୍୍ଟ କ୍କଙ୍ୁ ଲାଟ ଶାଲୀ ଅଆ 
ଖୀଖଷଙ୍ ଷଷ୍ଟ | ଝ୍୍ଷସ୍ ଖମୀସୀଫପ୩ୀଙ୍୍‌୩ ଅଷ ଏନିସରଷନତିଖ । 
ara a — 


ଖାର୍ମାଖୀ୍ଷଷସୀସ୍ୟ ଷଟଷ୍ ପୀ । 
aqTdarEg: Te ନନ ୩ ୧81 fa Il 


latafaarfasr eee ୩୩4% | 
"ପସ ଷି ମଝୁଫଶୀପୀ କଗ ମୟି । ଦହ ॥। 


ସନ ୁଷପ: ସମରସ୍ତ ଅଧ ଷ୍କ ଫସୀଷଙ୍ଆ ପ୍ସଓ୯ଙୁ ପଣସ: ଆମ । 
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ହ୍‌ IT aTETT: 


$ ଖୀଅନୀ ଫଡ ଷୀସୀଂ ଅସୀ ଖୀଞସାଷ: | 
ଖୀ ପୁଷ ଅସୀ ମୀ ଏର ।। 
ଖୀ ମିଷୀସୀ ଏ ଫା ମଧ ।। ହୁ ।। 
a7 ata? CAT— 
sqrgafa: ara oa go ga fame sorfafrdlarat seat Gaff ଶସ | 
ମିଷଷୀସୀଫଙ ଏପ୮— 
ଓଙ୍ଜଷୟୀଥ ଙ୍ଗଷଟଷ ପୀ ଙ୍କୁ ଝ୍ ସ୍ଅଷୟ ମୀର ମଷଷୀମମଥ । ଅମ ସସ 
ଲୟ । ଯୀଳଙୁଷଷମଷ ଅନି | ଖଳ ଧୀ ମିଷଞୀସୀଷଗ: ! 
APT — 
1rd SR ମଶା ମାଗୁମଖସୱଞଗା | 
ପଆଆଷTRafty: 5: କନପଷସଆୀ | %ୃ&ି ।। 
ସମସ ସୀ ff Raper: | 
ଓସୀମଷଙ: ଆମଙଷୟ ଅଙ୍କ ଅଙ୍ଖଙସଧୀ ।। ୧୧ ॥। 
afar frie: Maa heft: | 
ଅସୀ ସ୍g— 
wire attatasrqlgS ge: 1 ଦୁଆ 11 
ସୁ ଷଷ୍ୁଂଆଓଷମସ ନ: କହ୍‌: । 
ସିମ କୁଷ୍ୁଣିପୀard ଫକ ମମ: ।। ଦୃ । 
ୃଖୀଚିଷୀମମଷସ ୪ କହ fag: । 
ଖସ ନୁ ମଷମମୀଳଙ୍କ ନ୍ତ କୁଖ: || ଦ୍‌ । 
ସୀମଖୀଷଷାଙ୍ଞଷଲ ଷ୩ଫ୩୩ଙୁ ଷ୍‌ । 
fag fag ଶ୩ସଗୋଷଷୀଳସ୍ସଗ: ।। ଓହ 
5 ଷସଵସଷ ଧୀଙ୍୍‌ ଅଷ! ୩0୪”: । 


୨୫ ସ୍ରୀ ଅମ: “ମଗଧ ଅଧ ପଙ୍କ ଅମସୀପଙଆ ପଟଖଓଏଙୁ ମିସ: ଆମ୍‌ । 


1. କଡ ୨୩: “ଇ0୪ୋଷଙ:? ଅଖ । ପଙ୍କ ଝମ୍‌ଦସଂଷଙ୍ପ ଅପାଙ୍କ ଏସ: ଆଟ୍‌ ) 
2. ସୀସା । 3. ଞ—ଖୀମସ । 4. ସିମ ଷମ୍ତ । 
ଥି. ସଞ୍ଜ | 
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ସୱୁସାଞ୍ୀଙ: 


ଷଷଷଙଆନସୁଙୀଙ୍ଖୀ ଷଏ: ॥୧୍‌ଦ॥ 

ଓମ: ଖା ଥୁ ମଶା ୩! ସଞଷଣ୍‌ | 

ସଷୀଙ୍କ ମଂଞଠମୁ ସମଖପ୍ପ 1 ଧ୍‌ସୁଖଷୀସର୍ମ ଲସ (୧3 
ଅଳକା ୦ ଅଙଙୀ ଖ: । 

ଞୁଞଞତ୍ଙଷ୍ଙୀ ଅଞ୍ଖୀ ମମ ଷଞିମୁ ଯଦ୍‌ଃା। 

ସପ ସ୍ମା ସ୍ତ ସା: । 

ଏସି 3 ନଙ୍ଗୀଙ୍‌ମମମସଥେ ଷଷ ନ: । 

ଷୀଷୀ ଥୁ ସ୍ସ ନୀ ମସନ: 11୧.୪1) 


ଅଥି୩ଞଙଙ୍୮ ମରଷେଷ ଅଧନନଷଷମ୍‌ | ମହ କୀaAsTug drat — 


4qraqafamat g Zeca | 
ଶୀଷା: ନତ ପୋ ୩୫ଙ୩ାଳ୍‌ ଷୀଅନଙ୍ଶୀମ୍‌ ୧୫ 


gf oT TG AATAEIAST Asa ofr aa agNiere: | 


g—ମସେଷ୩ସ୍ମ ୩୧୨୩୩ | 2. ଖସ ମ୍ଷମୀ 
ଷଞନ୍ସଗୀସ୍ତ ମସ ଏ ନ: 

ଖସ dT t—aTq frag Agra | 
ଶୀଷା ଖୀ ନସ ୩୩୩୮ଙ୍‌ ଷମ୍ଚ ଖୀ । (ଖ: ଛୁ) 
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ସି 


ଫସ୩ସୀ: 
ଷ୍ଠ ୩୩ଟୀ— 
ଆ ଝୁଞଞଷଂସ ମା ସି ୮୩୩୮ ଇଅଶୀଷଙୀ: । 
ଅମ: ୩୪୩୮ ଖାଙ୍ଅଙଞସଧ ଝ ନଆଷୀ || 
ଥି ଅମି ଅସ୍ତ ମଷ ଷମ୍ସଙୱସ: ଇବ ୧) 
ଘୁ: ଷମସଙ୩: | 2: ETT: | ୨ 6ାଞୁର: ଏ: | 
ସ୍ପ — 
୭ az 1c ;୍ଫ ame: | 
ସଙ୍ମଏ୍ସରଙାମୀ ୨୩୩୩୫୮: 1) 
ମୀଙ୍ଷସମ ସକ ଖୀ ସ୍ମଧଷଙାଙକା । 
ସନ ମୃତା ନଖ ମୀସଷମୱୟ ଗନୀ ।। 2 
ସ୍ମ ସଗ ୯୮୩୮୮ ଏଷ ଅଶି | 
ସ୍ମ ଅସ୍ମୀସମୀ ୨୩ଖଖୀ୩ ପୁତା: ଶୀ: ।। ୪ 
qe— 
୩ ଙ ୧ ୧4 କସମ ପଟ ପୀ ସୀ | 
ଲାସୀଞ୍ସୀ ୭ ଅଞଙT Turearzmaztfa = Ilyil 
ଞମୀଞ୍ଙ କ୍ଷଣି ମଞ୍ଜା ଆ । 
୪1: q୩ପ୮ ଆ 1°୩୮ ଅନଳ: ॥ 6 


auf’ a । 3, କକ, ଏଲ: । 


1. 5, ଏଷଙୁଷସାଷଖଷ । ୨. : 
6. କୀ । 7. ୨୩୩ | 


4. ମଝି | 5. ୩g ଏଷ । 
3 g—“HTLGTA— 
ସୀସା ସମୀପ ପୃ: ¦ 
THT GTA HR na: I” 

Cs ମି * n 
aaa aa TO gaTMSTT SST Aaa: | Ff ares: 


8. ସ୍ସ ନଖ । 9. ଥୁ ବିଆ । 10. ଞ—fd ଲ୍‌: । 
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ଖୀ ସସ — 


[ଏ 


qaagTe: 


ଝଖଷପଶୀ ୟା ମଞ ଝ୩୩ ପଞ: | 


ଟାଲ ସବ ସମ କୁଶ ୧ 


2 ମସଷୀ ଖା ପପ ଅସୀ ଖୀ | 


ଅଖୀଏପୁ କୀ ମା ପଟସର ମସୀଷୀ ଥୀ ।। 


† ଞଆୀଷୀ ସାତ କଙୀା ଏ ଞମଷଲୀଙ୍ଫ ॥ଆ 


ଅସୀ ଖସ ନଷଙg— 


~ 


CE 


® “aa — 


qq INST ANI; ସ୍ୟ: | 
qreshwfuageas: esoaaarad: jell 

ଖୀ ମୀ ବଷ ୪ 4 afa fafd: | gfa sar: | 
୬୩୩୩୩୩୮ ସୁ: ନସ ସଙାଫୟ୩ସ୪: ॥୨ୂ ଠା 

ଷ-ନ-ଖ୩୦ ମ୍ମ ଷଶ: | ଅଷ ଅସୁ: ॥ 
ଙୀଙସଞ୍ଗସ୍ ପଦୀ ମା-ସnଝ: 119 ୧1 ଆମ କ୩ଙ: | 
ସବିସ୍ମସଧୀ ଏଝୁଞ “ଷଶ ଲାଙୁଷ;: । 

ନ୍‌ ମୀନ ଏଷ ଷ ମମ ହୃଦୟ ଝୁ ଅମ: ॥ 
Sqgsatiasrd: HUNTING: | 

ମଦ ଷଷଟସ୩ଫ ସଞମଷଷି ସୁ: 1୨ ହା 


ମିଙ୍କନକ୍କୀ ସ ଖୀ ସା ଷୀଏଖୀସମମ୍: । . 
ୁଝୀ ମକ ଗୀ ଗାସାଏସ୍ୀଟଆ ସ୍କ 


ଖଟ Tat FaTHTaTd alST Hf: aff arms: | 
1, ମଧ ଝମଞ ମୋ କପ” ମଧ ମନମସଣୀ ଅଥ । 


2. ସଙୀଙଝ୍‌ୟଷ ସନ । ସୁ“ ମସଷୀଅସ | 
† “mfr — 


ଵଵ ପଟ: କମର ॥ ଅମ କକ” 


aaTear ata? gama, HAA TS: ATT: aff ars: | 
3 ସ—ମଙ | 4. କକ) ସମ ଖୀଞଲଙ୍ଷଷ । 5ି. ଆ୩୩୩ଫ୩୯୦୩ ଗଞନସ୩ଙଷ 
ସୀଷଷ୍‌ ୩୩୪: ଅନ୍ଜୀଷଙକସ ପୟ ଅସି 
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ଝି Aan: 


Tg — 

19a: ପପ ସପ ଆଖୁ ସମ ଅଃ । 

ଖୀଞଙ୍ ସଷଟସ୩ ୩୩ମୃଙ ମଧ: ।। ଦହ) ଝମଷ ଗଏ: ।। 
Heutear g— 

ଅଷ୍ଟମୀ ଅ୪୦୩୯ ୭ ଅଖା ଷଏଷୀ୍ୟ ସ୍ବ | 

ଷନଷମ୍‌ ମିଷରି କୀତା ସିଷ ଝୁ ନ୍ଧଖ ॥ ୪ 

୨ ସୁଷ୍ସୀସ୍ମଙ୍ୀପଙଙା: ଆୁଝ୍ଷଏଷ: | 

ଷଅଙ୍ସଷମ୍‌ମୀଷୀଣ ମସ ଷୋ: ଏ ।। ହୁଆ! ଅମଧ ଅୁଙ୍ମଏଗ: || 
ଖଞ୍ମ! ଙ୍ଖ ସଞ୍ଂପୀଷଙା: | 

ଖଟ୍‌ ଆଏ: କଠ ୨୯୮ ୩୯୪ ।( ୧୯ ଝୁ କଙଞ୍ଗମୟ ।। 
esa fay1ହ: CHAINER: | 

-ଖ୯: ଏ-୮ସ-୩ଞୁଷୋ ଏଷ ମଧ ମଞସି ।୧ଆ॥ 
ଶଂସା ମସ: ଶଶ ଷଷ: ଏଫ ।। ୁହଷ ସଫ୩: ॥ 
ଖଳ fag ଶଷ 1୧81 
୩g ଏ ୯୩୮୩୮୨୩”: ¦ ସଆୀଷଏଖ: || 
ନମ-ଖୀଏ: ଏସୁସ! କଷ୩ଙ୍ୱସଞଅ୩: । ବ୍ଠାା 

ଝୁଣା ସଖା: ଏଙ୪୭ଞ ମଧୀଷଷଷସ: | 

ଷଷସ କା୩ଙ ଷନ୍ମୀଷାଙଧସ: ।।ସ୍ମଶା ନସ ସମ: ।। 


ମସ (9-୪୨) ଖୀଧ ମଲାସଷୌ ମଷି । 
ଲାସ ମମ ଅସୀ (ପମ ସସ୍ମୀଏ) ଅଂଧୀଙସୀନୁସ ଝଁଧ ଵମସ୍ମୀପଫଙକ ସ୍ୀଅସ | 


ଅଝ୍‌ଷଷ୩୩IxT ସଂଖ ଷୀଷମ୍‌ ୩୪: ଅସୀ aR MAM 
ନଅସି | ଅୁଟୁଷଏକଆ ସୃ୍୩ମଙ ଷସସୀଂଅଆ କଷା (¶- ହୁଆ) ସପ 
ଷର୍ଷଷି । ସ୍ମ | 


ଞ—ଏସସୀଞଙସୀ । 
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qaagTe: 3ଓ 


ଫଷ୍ଷୀସଅଞ୍ଆୀଙ: !ଝ ଷଷମମଙ୍ଖସ । 

ଶଷ ସସ୍ଙମି ଷଷଫ୩' ସଙ୍ମମଙା (ଧରା ଅସ ଷଫ୍: ॥। 

faqriqageate: emma gT: | 

ଅଦା କଷା ୬୩୩ । ୭ ଅଧ କୀଷଙମଙ: ॥ 

ଅଞ୍ପଞନ ମୀ ଖଷ ମଞଗ୍ୟସମଙଷୀ | 

ପଝୁଖନଷ୍ୀ' ଅନୀ ସୀ ସୁଷମ ।।ହ୍୨। ଝଁଷ ଷଧଫଙ୍ ॥ 

Tu R-dginTreT ToT 4°TnIT ESM | 

ଶମ ସ୍ୟ ଷଶ ଅୁଙ୍ଏଗଙିସୀ । ଧହୁ ୩ ମସ ଅଖି ॥ 

ଷtaaiTageTaT TfeGT Tegal \ 

ଖୀଖୀ ଷଧୀଞ୍ଙଷଷ “ଖଷ ଧଞ୍ଫ୍ଷୀ: 1) ଝି ସୁଧ ଖାଞ୍॥ 

ଷୀସଷ! ମଙଙ୍ଖସ ପୀ GIG | 

ଏଝୁନଷୀଞନ୍ୀସାରୀ ଏଫ ମକନ ।। ଓ ।| 

ଅିଝଃ ସସ ପୀ ୩ୀଷଟ୍ଧଷେଷୟ | 

ଏଡସ ପୀଲା | ହୁଅ ॥ ୁୀଞ୍ ୀଷ: ॥ 

ଷନ୍ର୍ଷୀ ଏସଶୀଇାପ ଅଞ୍ୀସଗସଏସଷ | 

ଷଧୀଞ୍ଜାଙଙ୍ଟଣୀ ଅଷୀ ଧୁଞ୍ୀ କାଷ ୍ଞ । ବୁ ମଧ ଷନଞ୍ର୍ଷୀ ॥। 

ଏଙୁଷଟଷୀଷଞୀ ୨ ୪ ଫ ଅର୍କ ମଷଷଷୀ । 

ଖୀ ଖର ୩୩୩ ପମ ୍ଞ (| ୟୁ | ଷ ସୁଷମ ॥। 
ଖାଆ ସୁଙଝ୍ୀମା ଅଙ୍ଗ କସ ହମ! 

ମଞ୍ଫଖଷଳଶ‡ ୩ ସୁପ eTGୀ | 

ଏଝୁଞଷଷଷସୀଂକଷୀ ଞଖ୍ଛିଃ ଙ୍କ ମଷ୍ଷପ ।। ଦହ୍‌ ଖୁ ୫ 


1. କସମପଷୀଷଲଙ୍ଷଷ: । ସ—ଏଙ୍ଖଷଧଲାଙ୍ଷଙ: । 
azatetTs: — 
ସ୍ଞ୍ଣା ଘିଙଷଙଙ୍କଷ୍ୟ ଷ୍ଙମପୀ୍ଷମଞଏ: ୨ ଝି୪ା 
ଶସ ମଙ୍ୁମଲୀ ୀସ୍ସୀୱଷଞପ: | 
ଷ୍ଙମଆୀଶଷ” ୨ସାର୍ଷଷୀଷମ୍ୀଷ “ର ଝୁୟଷ ଏସ୍୍‌ଖ୍ଷ୍‌ଞୀୟ ପଗର ସୁଅ । 
ଷଷ୍ଠୀ ସଙ୍କା ପଷୀଷଙ କ୍ଷୟ ଏଷ ମସ: । ସୁଧ ସୀସ୍କ । 
2. କକ ସପ ମଳଖ। 3. ଓ । 4, =, ଅ୩୪। 4. ଷଷଞ୍ଷୀ । 
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3ଆ Marr: 


qeaaisagedtaT d-R-arxT T-wepeT | 

ଅୁଞ୍ମବ ବୀର ଷଷୀ ଆସ: ଅଅଙଞ୍ଜସ ।) ୱବ । ଖୁସ ଅଷ୍ଷଷଞ୍ଜଣି ।। 
ସମ ସ୍ପ ଷ୍ଟ ଗଷ | 

ଏସ ସଞ ଧଞ୍ମ2 ୩୩୪୩୩ ମ୍ମ ସଞ୍ୁଙ । ୟକୁ ମଯ ସସ୍ମ । 
ସସମୀସଞ୍ଟଶୀଏୀ ଅଷହ୍ଙ ସଗ ଷଷଅ । 

ଙ୍ଗ କନ୍ଧ ସିତ ଷଷ ଅସୀ ଅର: ।। ଃଡ଼।॥ ଖଧ ଅକ 

୩୩ ସ୍ୀଙମୀଏୀ ଖସ ଖୀ । 

ଫକ ୩ ଷଙ୍ସନଙ୍ବନନଷ୍ସ ।। ୟହ ।। ନ ୩ ।। 


ହମ ତୀ: ॥ 
ଖା ୟା — 
ନମଙ୍ବୀସମଙ୍ସୀଙୀ ମା: ଅଆ ଏସତ ଖସ: । 
ସୀୟଞ୍ୀଂ୩ୋମଶୀ ନ୍ନ ମତ୍କଖ! ।। କି ୩ ମ୍ମ 
୩g. : ଙ୍ଖ: | 
୪g ଙcqgTT: PFT +c To: | ଓ || gf unica FTE: | 
TeEeNTN TFN 4a: || 
(ଖସ ଏସ) 

ATT — 
ନମଙ୍ୀସଙ୍ଷ: ଏଙୁସଏସସଷଖସ: ।। ୱଆ ॥ 
ua auieMgig suilcagagd: | (Fnie alg: 
ସିଷ୍ମୀଙ୍ଷସୀ ଝ୍ଵିସମ ଆ ଅମନକ ।। ଓହ ॥ 
HUUTHET Hd କଷା: । ଖୁ ସୁହମ। 
ଷ-ଅଞୀସ ଷଷଷମୀ ଅଙ୍କା ଷେ”ୀ ।। ହ୦। 
ସଖୀ ଅସୀ ପସ ଫଙୱୀଏ: ତ୍ତ । 

ଝି ପୀ ମସଷ ଓଇ ଅଆ । ଅଷ ସଗ ॥ 
ugseTINET plarT cFSpg୍T | ଡଃ | 


1. ୩୧ । u— | 2. ୩୪୩୫ । 
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୪g: 


ଷଷ୍ଷୀ ମ-ଅିସୀ ସ କସଷ୍ଠ ମଶା ।। ଝନମଷ ଲଞ୍ୀଞ୍ଞୀ ।। 
୍ଵସୀଳଞପର୍ଜଏଗୀ ଅଞ୍ଜର୍ସୀ ଏ-ଅଙ୩ଙ ।। ୪୧ ॥। 

ସଂ ୩୯ ଷର୍ଷଥ କ ନ-ମମ ଷଏଙଞଙୀ । ମଖ !କଞଙ 
୩ଷୀ୧ଏସ୩୩ଇଖ ଝୁ ପଷଙଷର୮ଖୀ ।। ୪3 

୩ଷଏସଷଞ୍ଙT ୩୩୪୪୩୦୩; ଅପ ।। ଅନଷ ଝିଆ ॥ 
ଅଫି ସଷଷୀଖୀ ସା 2୩-ପ୩୯୮ ଅଟ 11୪୪1 
ଅ-TTc4q4E AT 7 "4. ଅସ ଷ୍ଠ ପୀ |) ଅସ ସି ॥। 
ପର୍ଷୀଅଞ୍ଙୀସୀ ଉମଙ-ଷ-ନ-ମନିଝଖ )। 2୪1 

ଏଖଷୀଙୀ ଏ-ଅସୀ ୩ ୪ୁ'ଶ ff ମି | ଅଁଷ ଓହୀ ॥ 
ଖୀ ଣି ଏଝ୍ଖଷଙ୍ୟ ମୀସ କଙ୍କ କମ୍‌ । ୪୦ 

ସଞ୍ଜ ପୋ ଷ-ଅମୀ ଅଷଙ କପ ।¡ ଖି ଅସି ॥। 
ଏସ୍ଷTog୍ପT ୩-ଅସ୮ ମଳ | ଡଓା| 

୪୩୩ ସ୍ସ ୩ ଞ୍ଜ ଏହୋ ଞସ ।। ଅଖ ଷଣ ।। 
ଫିଷ୍ଷୀସ୍ଞଞ୍ଆୀପୀ ଏ-ମିମୀ ଅଙ୍କ ଖୀ ॥ ୪ 

ଷୀଙ୍ନଷ-ଷ-ଷ୮ ପୀଷଅଙ୍କୁ ଖ ଏମି ।। ସୁ ଝୁମା ।। 


ଖୀ ଷୀଷ ଥୁ ଷୀଏଖ: ୩x A-ଷ-କଙ! ॥ ଝା ଷଶ: ॥ 


ଖୀ ନଷ୍ଷଝଷ ଅଷସୀଷଆ୩ୃସ ସୁଧ: ॥ ୪୧ ଖଞ ଞ୍ଜ ॥। 


ଞଷ ସରୀ: 
ଖୁ ୩ 
ra Tagral aaTaTe Mac 19a 
ଞଞୀଏ: ଏ-ଏ-ଅସୀଷ ଖଞ୍ୀସ: ଏସ IIyol 
ସପ ଠିଷୀସୀ ୩-ଷଟଫ ୧୯୧୩୪: | 
ଙଞ୍ୀସଷଷଙ୍ଷଙୀ ଝଷ୩କ ନ-କୀଖମଞ୍ଜଷଃ । 
1. ସଖୀ । 


ମମି ଥିଫ ଆମ୍‌ ସ୪: ଝ୍ମୀକଅ ଖସ ଅସି । 


4. ପୁ: । 


2, ଏ ¦ 3. ସ—୮ମସୀ । 


5. ସଖୀ । 
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vo Mas: 


atealgtT ase f-qa ETF: 1 ⁄ 
ଝଷ ଫା ସ ଧୁମ କ୍ୟ ଷୀସଷଷ ସୁଧ: ।। ଅଖ ଝିସୀା ॥। 

ଝଙ୍ୀସୀ ଇଙ୍ଏ ହମ ଅମିଷଙଷ ॥ 
ଅଳ ଷଷgଙ୍ଏସୀ ୩୩୩s K-୩୪: ଛା 
faarqiangratal U-yfx: G-ଷ-p fq: || 
ଖୀ ସୀ ମଖତ୍ୟ ଅଫ ଅସି: ।।ଧଡା ଝୁ ମସ: ॥ 
uumeatangia sa’ freolal A-r-afs0: | 
ଖaaT Harel AY MTN: aT ky 

ଷଞ୍ୀ ତର୍ଷଷୋମଧ କାଖ ଷଷ ଝୁଅ: ॥ 
ଖଟ — 
frrୀମୟ ପଟ ଅଟ !୧fଙ୍Tas: || fa fire: ॥ 
fuare sagan! ras R-୩ଞସ: ୪6 
ସମା ଷ୍କ ଅଷ ସ୍ପ | ମଧ ସସ: । 
amar arntafa: *f-a-faafsid: 19 
qEHeTAITNST a wa ଞ୍ ।। ଝଁଷ ମୀ: ।। 
ଝୁ 20a + -ଏ-୮ଆଙୁଗୀ ଧୁଆ 
ନଚଷମିସୀ ମୃମୀଙ୍ୀ ସଗ ୩୧୪୪୫୪୩ ସୁପ: । ଖହଷ ମସି: ॥ 
ଝଞ୍ଫ୩୫ଞଙ୍ଫ୍ଷୀ ସମସ ସୀଖସ ।' | 
qEsraTOTEiTT wT 9-HgT R-q-afsaT || sa mf || 
ମ୍ଫ ନି-ଏ-ଅସ ଖାଷ୍ଟଖୀ ଧ୩୪୩ଟଷ ।। 6୦ 
HEFFTELT aig eae ସଙ୍ଗୀ ।। ଅମିଷ ଜୀଆାଣୀଖ ।। 
ଇଙ୍କଷପ ଆସ ଖ୮୫୮ ଅମୀସଏଙ ଞ୍ଷୀ ।। ଝା 
ଷୀହ୍ଙୀଙ ଆ ଅସୀ ୭ ନ୍-ଏ-ଷଂଞଖ ।। ଖଷ ମଗ୍ଏସ୍ୀଅସ ।। 


1. ୩ ¦ 
PITAL Braga aa TE: ERAIsa asi ud | 
2. 4 uHafd 3, mle 4. %, a—qRope 
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qamegTd: ହ୍‌ 


ଧ* ଙ angineaT aru 1 fm-1-affeT 29 
ଷୁଙୁଙଖସ ଅୀ ଯ୩୩ ମୀସଷଙଧଙାମୁ ॥ ଅଖ ଉନ ॥ 
ସୀନ ମସ୍ୟଙ୍‌ ମୀନ ନଷସ ॥ ୫ ଞ୍ା 
ଦଷ୍ଷୀଞଷ୍ୀପୀ ଧଂ୩୩ ନି-ଏ-ଷମୀ ॥ ଞମଷ ମତୀ ଉଷା ॥ 

ଅୀଆୀ: 
cnneateadargror aga fae iy 
ଏଚ ଝି ଫା କୃ ଅନଷ୍ମଷମ ॥ 
ଝୁମା ମଞ: ଅଆୀଙମୀ ୨ କୀ ୫% 
ca gTN TTA ମୁ ॥ 
goats Tarot N46 
ଫୀଶଷସୀଙଫaarm ଖଞଞ୍ୀପ | 
ଝ୩CaTTTaadme ‘age Ghana ॥ ଓ 
HTT gNTTTAT NA aaa | 
mea atetoiecarrdalaarnal iol 
qoienratymat stat SOS aa || 
ମଞ୍ଜୀଅତମ୍୍ଷୀସାଶଶ୩ଙ୩ରଣ ଧମ୍‌ 
5geudtalfesr am aga ଅସୀ ॥ 
ଖଂSfୟ qf୍ ସୃଷyh AT: FloraAT: ol 
ଧି ତି ଅଷୀଞ ଝି ସୁଷୀସ କି ଥୀ ଞ୍ୁଷ: ॥ 


TN CHIT TIATE—— 


3% 


ଞ୍ଜ ଆ ଅଷଷଆ ୩ ଅଟ ଆଖ ୩୩: ॥୨॥ 
ଷ ୁର୍ଷମଳେଖ ମଷଷୀ: ପରଖ ସ ପପ: ॥ 


ଶ୍ରୀ ସଷଙଏଙଆ ମସ ଷ୍ଅ: ଅଖ ଏଁ ସଅମ୍‌ ୩୪: ଅ୍ମୀଅ $ ଷମସଷ ନ ଅଧି ¦ 
ନର୍ସ । ସପ ଦ୍‌ଂକ୍ାଞସ କମ ଷଖ ଷଟଷର୍ଷ୍ୟ ୁଙ୍ୟସମୀ ଥା 
ଶଷ f-୩-୍ଙ ୟଝ୍ଞମeTgife | 


—fear fe | 3. କସ | 4. ୩ ସଞ୍ଞ! । 
କଷି ¡ 6. ୩, ଞଷିଙ୍ୀମ୍‌ । 
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ହହ୍‌ TNAnGTT: 


ଖସ — 

୩୩ ପମ୍‌ ମଙଷ: ଷଞ୍ଷୀଙ୍କ ଅଙ୍କ କୀ ।ଓଦ॥ 
ଷମୁ ଷ୍ଷଷମ ଧୀ ଆgEMAIIIEE | 

ଷଷୀ ଖା arTt Taff: 13 

1 ଞଷପୀଷୀନଖଙ୍ଙ ସମ ଅଗଟଷୟ ପୂ ॥ 
alg 

ସ୩ସୀସୀ ଏଞ୍ଗଷ୍ଷୀ ?କାକଙା ସା ନିଷସଷ ।ଓା 

3 ଚଳ tz — 

ସାଷୀସମ ଥି କଙ୍କ ମଧ ସଚ ମଷଫ୩ଏ: । 
ଅଵଷୀତଣ ଅ୍ୟୀ ଫ୍ୀ ଅମଞଙ ସମ ଷ୍: ॥୨୪॥ 
ଷସ୍ୀଖୀୟ ୟ୩୮୦୮୦୮୮ କମ୍ଝ୍ଷୀ ସ୍ତ ୩ । 
far fH ପଷ ॥୧୫॥ ଝୁ ଏସ” an || 


ଝ୍ଷଙ୍ତ୍ୀମ୍‌ ୩୯ ୩୩୨ ର୍ଷ ମସ ୍ଷମୁ । ହୁ ମୀଙଙ୍ଙଙ୍ସୀଆୀମୁ ॥। 
୩୩୮ ସିଙ୍କ୍‌ ସ୍ଣ ସମ୍‌ୱର୍ତୟ ଖଙ୍କମଳଗଧୁ ॥ 
ଖମଷ୍୍‌ୱ୍ସୟ ମା କ୍ଷ ଫ୪୩ସୀଆୀ ମସ କୁଷଠମୁ ॥ଓ୪॥ 


ଝୁ ହଙକୋଙ୍ଙ agua Masa TTA aH FanegTa; | 


eo es- 


ଝଖ୫ ୩୩ ଅମ ଝୁ ଏଙ୍୍‌ଷୀଙ୪ଆ “ସା ଅଂଶ ଆସ ଅଖ ପୀଗମ୍‌ ୩୪: ଅମ ଙମିସଞବଧ ହସି | 
1. ଷ୍କ । ଓଷା | 2. ଖସ ୩୩୩ଜ୍ଞୀ । 
3. କକସ୩ମଳଣ ଖୁଆଏ “ସା ଦୁଖ ଅଧ ପୀ । 
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୩: 

ଙ୍କ ଖୀ — 

ଏ୩ଏ, ଖସ ଷ୍ଷୀ: ଷ ୩୮ ଖରାପ । 
୪୭ ॥ 

ପୁଷା — 
ସୃଙ୍‌ୀ ମଙ୍ଗ ଖମ୍ ଖୀ ନୃ ଏିମସୀ ॥୧॥ 
ସୃଝ୍ଃ ଷମ୍ଚୀଷଷୀୟ ମା ସଞଖ୍ର: 1 ୩ଝ୪ଆ୮୪ଷଙ୍ଏ; ।। 
ଏସ ଞଙ୍କ କ୍ସ ଷଙ୍ଙକୀଙ୍ପ 2 ୮ଙଏ୮ ।। ୧) 
ଅଞୀସଙ୍ଝଙସୀମୀ ଞୁଗଳଖଷସୀସ ଖସ: {| 
୩୩୪୪୩୪ ସ୍ବ ପଣି ଷଷ୍ଷୀ ଏସ ସୀ ରା 
ସିଅଫି ସ୍ଷ କିସ | ଏକକ ଏମ । 
ଆମ୍‌ ଏକକ ନ୍ଧ କଫ ସଗୀସଙ୍ଷମଧୀ ହା 
Tatas ପୀ | 
ଷଶ ପରୀ କମୀ aT My 
ପୀ ୍ୀଙମିର୍ଗଙ୍ପଙୀଙାଙ୍ ମୀ ଷଖ: | 
ନନ୍‌ ଛଷୀସୀ ପସ ଶୀ: ॥ 

TEE — 
ଅଞ୍ୟ ସା ପଏ ଞୂୁଙ ବା ଫ୩ଡ ପସ: । 
ସୀ ର୍ନ ସି ଷଷ ପସ: ॥ଓା 
ସଂ ସୀ ଅସୀ ପକ ନୀଙୀଏସୀ ଅଫ୩୩: । 
ଖ୍‌ ଷର୍ଷ୍ ଧୁ ଏ କଂ ଫ୩ ସଫ”: ।।ଆ। 

ରୀ Tafa || 

ସଆୀଏ: ସସ ଏ ୩୩ ୩ ସ୍ମ । 


1. କ—ଲାମଙପୀବଷଷଷ । ୬2. ସାମ୍ୟ ଖୀ ଏ୯୮। ଓ. ପା 
4. w—tad 5. କଗ 
୩ ଖର ସୁ “ସକ୍‌” ସ୍ୟ ସରମ୍‌ ୩୪: ଅଦମୀଅକଷ ଖମିସସ ସସ । 
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ହହ eApTT: 


tq ale— 
ଝଞଷନଖ ଯାଫସ୍ର୍ଗ ସପ ପୀ: ଖାଏ: ୯ 
affadfeT aotqartamaol: | 
ଞଷ: ଆଖ: ୟୁ: ଷ--୩୩୩୯୮୫ଷ: ॥ହ ଠା 
ଖଙ୍ଗୀ—କୁମଫଫ ସକ ଷୀଷୀଣ ଷଷ: ଏଷ । 


ସଷଷ୍ଷ ମମଙ୍ଖ ଅମିଷୀସଷୀ: ଓ: ॥୨ୃଦ୍ରା 
 ମଫୃପଆୀଏଞୀ: ଲାଲା ନ୍ଙ୍ଙ: । 
ମୀର୍ଖ୩ୟ ଆଖ: ସପସଖୀମ୍‌ ଅଙ୍ମଷୀମ୍‌ ॥ହୃଦା 
୬ ନ୍ତ ଧସୀଖସୁଗୀଷମଷୀ: ଓମ: । 
ଉ୍୍ୀଷଷୀ: ମଏ୮୩୩ ଗୀ ଓ ମସ ॥ହୁ 
ଅସ୍ଣ ପପ: ମଷୀଷ ଅନନ ପମ ଙ୍ମ୍ଷ୍ୁ । 
୨ଷଷମାଷସ ଅଷୀଙୀ ଏସ ସମ ୪: ମୁ ୧୪୨ 
q-ମ-faarfzaୀ ଅଖୀ ନ -ଷ-୩ୀ ସଂ ଜୀ ପୀ: । 
ଖତ ଷଞ୍ଷିଷ୍‌ ମଧ ୪ ଝ୍ବମସ୍ର୍ଷଷଷ: ୧୪ 
ଗୀ ସସ: ଖସୀଷଧ ନ: । 
ଖତ ଅସ୍ତ ୩୩: କକ ୩୩ ୨ 
ଖା ୩୪ହug— 
ଅଆ ଅଷଷଆୀମୀ ଙଷୁନ ଆ ଝଷେସି | 
ପୁ ଷଷ୍ଷକଷ ଶଷ ଷ ଆପ ଡା 
ଏସ a FF ଙ ଏଙ୍ଞୀସସପସି | 
ସଷ ୩୩୮୮୩ ୨ ୮୩ ଆ: ଆମ 11୧5) 


1. ୩: g-30o — ମ୍gauraTA eign arf: | 
ଖୀ ଅକୁ: ଅସଖୀସ୍‌ ଅଙ୍ମଷୀ୍‌ 1 
2. ୩7 ସୀ ପୀ ଷୀଙ୍ସୟୟ ଷଆୀସ୍ତଷୀଙ ୩୍ଷା: ଖୀ: 
af ଏର? ଝସa୍ଫ ଆଳ ଖା ପମ୍‌ ୩୩୪: ଅସ TquRSTY 
ସ୍ମ | 3. ଓଷମ: ଅଧ । 4. ୩ । 
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qalgd: ହ୍‌ 


ଖୀ ସିମ fig ସମତା । 
ଖ୍ଚ ମୁଂ ମୀଷୀସୀଙ୍ଷୟୀକ ଟୀ ସୀ: 
ଖସ ଧୁ ୫ — 

$ ସୀ ପମ ଫୁ ଷଙୁ ମୀଙ୍ଷଷ ୧୪ 
ଖଷଞୂଙ୍ମୀ ଖସ ସୂତ ଅୁଝ୍ଷଏଙ୍କୁଖ । 
ଏ: ୩୧୪ ଅଙମଷ୍‌ୱୟୀ ଅଙ୍କ ଓ ଶଷ: ॥ ୫୦ 
୪ ସୀଙ୍: ଏଷ: ଏଂସଷଏ୍ମ ଷଷଞଚଙ: | 
ଏଷ୍ସୀମସମୀୀକୀ ମୀଙୀ ଥୁ ସକ ।। ସ୍‌ 
ସୀ ଫ୩୩ମ ମାଙ୍କ ମସ ଖୁସ: । 
ଅ ମୀଙ୍କ ସୃଷସଝଷୟଷ: ଆମ: ।। ୧୭ 
gifaTrRaat asa ଙ୍ଖ: । 
ପୀ ପୀଅଅଷ୍ଟ ଖୀ: ଅୃଷଷ: ଏ" ଖଗ: 11“ 3 
ଆଞୀଞୁସବୀଷୀଙଙୀ ଗ୍ର ସ୍ସ । 
ଙନୀଞ୍ଙ୍ଷଷ $୨୪ ! ଖୋ ଖନନ ଖୀ ॥। ହା 
ଧ୍ଝ୍ଶୁ: ଅୁୟଷସଗ ୨୩୩ ଷପ ନଷଙସ:?2 | 
ଷଣ ନ୍ତ ଷଧଷଷ୍ ସୁଆ: ୫୧୪ 
ସ୍୍ାଖ୍ମଷଃ ଏଷ ସଷଗମଷଷ ମଷଷସ: । 
fara fagfafifa sf? af: ସା: ।। 
ଖୀ ନଖ ମସନ ଗଁ ଓମ ॥ଦ୍‌ଣ୍ଲି। 


ଅଖ ଆ%ୁଠୋଝ୍ଏଗଡ଼ରାମୀ ମEaABd Marsa arf ମୀ ସ୭ଞଙ: 11 


“pa 


ସଃ ସୀନର' ଅଖ ଆ” ଗଞ୍ନତି” ହୁମଷ କଷା ଷ୍‌ ସି ଓମ” ଅନ ପୀଷୁ ସ୩୪: ଅମ୍ସ୍ଙଷଙଧେ 
ର୍ଷ ଝି । 1. ଞ—୩୩୪୩୮୪ । 2, ଞ୍ଝ । 3. ଇସୀ: । 
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ଷଞୀଖ୍ୀାଏ: 


ଖଧ ମଙ ' ବସg— 

fag aro ମଞୀସୀ ସ୍ମ ମି୪ୁ । 

ନସ ମଗର ମମ ଅମ ମଆଷୀ ୧ 
ୁଞ୍ମଡ ମ୍ଷୋ୍ଷଙ୍କାମୀ ମଗସୀମୀ ଉୀତ୍ଷେ ମକ ଓ ଖଞଶୁ୍‌ୱଙ୍କ ମସଷନଷସୟୁ । 
ag hg — 

ଶଷେ ସା ଶୀସ୍ସଷ ମସଂ ଆଙ୍ଷ୍ଷୀସ୍ପଷ | 

ନଖ ଖଷଞ୍ତଷଏସା ଖୀ ଆଙୁଣୀମ୍ୟଧସମୁ (1୫ 

ଅଞ୍ଲଖୀଙ୍କଣ୍ଷଷୀ ସ {ଙ୍ଖ । 

ସ୍କ ମା ଢଞମଦୀଷ୍ଷଷୀଘଅ ମାସ ୪ଅିମ୍‌ ॥ ବା 
ହୁସଥଙଙ ଫଙ୍ଙଖ ୮ ଝ୍ସଧମଙୀସ୍‌୍ଫଷସଆଙୀଧ ୩ ମୁ । ଷଫକୀଙ୍କ- 
ଅଖ | ଷଆ ପଷ୍aarpaa: qhorensoiaan? fagqcfara ଝା: । 
ଷ— 

୨ ୩କ୍ୀଙୁସ୍ଅୀଙ୍ଷ “ସୀଙ୩ଙ ୨୩୧୩: । 

ସସ 5୩୩୩ ଆ ଦସ ୍ଞସସ: । ୨ 


ଞଷୀଙ୍ଷୀ ଝି: ଫକ ସଖୀ: । ନଖ ' ସଷଝTHTATae 
ଚାଷ ଅଷଙ୍ଷୀସୀସସ ମଧ ୩୩: । ନକ ସକ ସୀସନଙଆ୍କୀ ଦାସ | 
dg Fg — 

କୀସନଙଫୀ ମା ୩୪୨୮ ମିଖ ଝମଗୀଷୱ । 

ଝୁମି = କମୀସୀ ସଷୀ ବଷ ମତ ହା 

ନନ ମୀ କ୍କ ପ୍ଙାଷ୍ୀ୍ । 


1. ୩୩୩୮ । 2. ସଞଙ। ଓ. ଲାଖ ଅମୀଷଙ୍ଷ ଫ୩ଖ୩୮୪୯ ସତତ । 
4, %, ଏ ମୀ | 5. ନୀ । 6. ଞ-କଷ୫ଏ । 7. ୩୩ | 
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ଖଞ୍ଜ: ହୁଏ 


ଷ୍ର୍ଷଫୀଷ ମଧ ! ଏଷ ସସଙଖସପମଷଷ ।। 
ପନ ଞ ଖ୍୮ମଫ ସମ ଝାସଷୀଙ ।ଓ 


ଅମ ଷଖ୩୯ମଖ ଗସ ସ୍ଵ । ଫଙ୍୍‌ଙସମୀଙ୍ଷଫୀଙ ଝାସ ୪ | ଖୀ ହ୩- 
ଅର୍ଖମୀମ୍‌ । ନ ୭ gery aT: vagatgaraet urrfrfaarea- 
ସୁଷମ ଖାଏ ମିଗଅଷି | ଖସ ସଷଷ ମଙୁଧୋ । ସୀ ଷା୍ଷଷୀ ଖ୩୩ଆS- 
ଅସମ | ଖଙ୍ସୀ ଙ୍ଗ ପGNS ୩: | 
ଝାଳ — 
ଖଟଟା ଷଞ୍ଚୟ ଅକ ଅଟ zE | 
ଅନୀ ସଷୀ ଖସ ୩୮ ଖ୪ ।।ଆ। 


ପି ଝା: 3୪ ଏଙ' fae grgad age Aany Hala qTaaT t0- 
ଝା ଷି ନଖର ମିଖ ଆପ ଅକ । ନକ ସ ଷଷ୍ଟ ୨୮ ଓ୩ମ୩- 
ଝ୍ୃଶାଜେଲୀ: ୨ ୩୩୮୯୮ ସୀ୍ଆଙ୍ଶା ମୟ ଖସ ନମସଙୁଷୀ: | ଅଁ 
କସା: । କାମା ୭ ସୀ: । 
ହଙମୀଙୟଏar— 
କପ ୩୩୩8 ସ କୁଦୋ୍ଟୀଷମ କଲାଞ୍ରଲୀମୁ । 
ଖୀ ଷୀଞଷଞ୍ୁଷୀଧ ଞଷଟତ୍ା କପଂଷୀଙ ଛା 


gf sgorqTaagaaneINaga aan qf ara agate: | 
5ଞଷୀମୀଏ ଅଟ: | 


>< 


1. ଓଦା । 2. ସାଞର୍ଷ୍ନଲାଖଷେ ମନ । 

3, ସ—ଂ ୩୩୮୪ ଏ୩ଷୀaTଙ ୩s । 4. ୩—ଷୀଷ୍ଷମଙ ନାସ । 
ଖୀଙୀନଣିଷ୍ଷଆ ପୁ ଏ୩ଙ୍କୁ ୨ ନ୍କ ଓ ସି ମହରୀ୩୪. ଥଞ୍ମଶ ଙ୍ଙ fq Tag ଗୀ 
ମମସଙୀ ଓସଙ୍କ ସୁଷ୍ । 
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Ragavibodha of Somanath—Adyar Library, 1945 edition. 
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Sangita Narayanah of Gajapati Sri Narayanadeva—The Orissa Sangeet 
Natak Akademi, 1966 edition. 
Sangeet of India — Atiya Begum—1942 edition. 


S. D. — Sangita Damodarah of Subhankara—Sanskrit College, Calcutta 
1960 edition. 


S. R. — The Sangitaratnakara of Sarngadeva Vols. I and IT with 

Kalanidhi of Kallinatha and Samgitasudhakara of Simhabhupala — 

The Adyar Library, 1943 (Vol. I) and I'he Adyar Libray and Research, 
Centre, 1959 (Vol. I1) 


Sangitakalpalatika of Haladhara Misra, Orissa Museum, Mans- No. Mus. 9 
Sangitamuktavali of Harichandana — Utkal University, Orissa, 
1955, I - Print, 
Sangitaparijata of Ahovala—Sangita Karyalay, Hathras, 1941 edition 
Sangitaraja by Maharana Kumbha, Vol. I — Editor (Dr. Km ) Premlata 
Sharma; 1963 edition. 


Sangitasara of Harinayaka—Manuscript with the editor, Geetaprakas. 
Sangitasarasamgraha of Narahari Chakravarty—Ramekrishna Vedanta 
Matha, 1956 edition. 
Svaramelakalanidi of Ramamatya—Sangita Karyalay, ନ” 
Hathras, 1650 edition. 
The Gajapati Kings of Orissa—P. Mukherjee 


The Orissa Historical Research Journal—Vol. ITT. 
The Sangitasamayasara of Sangitakara. Sri Parsvadeva— 
Trivandrum, 1925 edition. 
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